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Abstract 
John Mulgan's Man Alone (1939), Keri Hulme's the bone people (1983) and Alan Duffs 
Once Were Warriors (1990) are considered in terms of developments in settler 
acculturation. These three novels' contents and implications can be thought of as 
marking distinct stages in the general formulation and experience of collective Pakeha 
identity through cultural discourse: the late colonial disregard and distancing of Maori; 
the anti-colonial embrace of the Maori as a means of claiming indigeneity; and the stage 
of internal de-colonisation in which Maori are once again cast as other and scapegoated. 
My study focuses upon personal identity in tandem with collective identity, as 
representations of race and/or ethnicity are commonly enmeshed with constructions of 
sex, gender and sexuality (as well as what can loosely be called geography) in these 
novels. As a part of this process, I test in particular the thesis that the various versions 
of Maoriness represented in Man Alone, the bone people and Once Were Warriors are a 
crucial factor in these novels' cultural significance for Pakeha. At the same time, I focus 
upon the ways in which these various versions of Maoriness signify both the concept 
"Pakeha" - or otherwise - and complexities within Pakeha. 

5 



Introduction 
[W}hen reading a novel, or writing one for that matter, we maintain a double 
consciousness of the characters as both, as it were, real and fictitious, free and 
determined, and know that however absorbing and convincing we may find it, it is not 
the only story we shall want to read ... but part of an endless sequence of stories by 
which [people have} sought and will always seek to make sense of l~fe (Lodge 1980 240). 

Literature is political (Fetterley xi). 

Personal motivation 
When my Polish ancestors - Anna and Josef Stachurski - aiTived in New Zealand in 
1875, they refused to get off the ship at their destination, Jackson Bay, due to the 
absence of a priest and church there. This staunch Catholicism continued through the 
next three generations to the extent that my father and his siblings were sent away from 
the family's dairy farm in Taranaki to Catholic boarding schools, one brother moving on 
into a seminary and the priesthood. In tum, I grew up going to Mass at least every 
Sunday and learning much about Jesus, Our Lady, heaven and hell, even before attending 
St. Patrick's Convent School. There, catechism was the important subject, given the 
most time. Sister Eunice told us story after story from the Bible. We also learned all 
about saints, martyrs, guardian angels, souls, sin and the Devil. All of this was real to 
me. It was my world in which everything was certain. Then my mother left my father 
when I was eight years old, sent us to the public school and strongly dismissed anything 
to do with Catholicism, my father and his family in particular. 

The way I dealt with what I now understand as an extreme sense of dislocation was by 
reading. Stories were safe. You could get lost in them, or rather find yourself in worlds 
that made sense. I read my way through the children's section in the Inglewood Public 
Library, often re-reading Enid Blyton's range of series and two American detective 
series, about the Bobbsey Twins and Nancy Drew. Another set of books had a major 
appeal, each of which contained myths, legends and ghost stories from a particular 
European country. There were no children's books with New Zealand settings in this 
libra1y at that time, the late 1960s and early '70s. So, while I was coping with a juvenile 
crisis of identity by reading, in retrospect I can see that another level of dislocation was 
occurring in that process - the understanding that "real life" and interesting things 
happened somewhere else, away from New Zealand. 

However, in the third form, our English teacher - who doubled as a share-milker -
introduced us to Frank Sargeson's story, "Cowpats" (1937), among others. I loved 
these, what Mr McEwan described as real New Zealand stories. When we read Witi 
Ihimaera's Pounamu Pounamu (1972) in the fourth form, I loved that for the same 
reason, but more so because the Maoris in the stories seemed very romantic, having a 
way of life that was definite, an observable identity (they were not at all similar to the 
Maoris I went to school with, whose fathers my father worked and socialised with, just 
ordinary, like everyone else in the overwhelmingly working.-class town). I wanted to be 
a special Maori like those in Ihimaera's stories and, later, in Tangi (1973) and Whanau 
(1974), in the same way that I had desperately wanted to be a member of the Secret 
Seven and a rich, American, girl detective. The gap created by the overnight erasure of 
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Catholicism (including the concept of "family" that went with it) needed to be filled. 
Without being consciously aware of it, I was always seeking something in books to fill 
that gap. 

From about the fifth form, I was an avid reader of Barry Crump's novels and an 
enthusiastic tramper and mountaineer, climbing Mounts Taranaki, Ruapehu and 
Tongariro, as well as exploring these mountains' lower slopes and surrounding regions in 
school groups. During the same period, I was reading British and American magazines 
for adolescent girls which involved explicit and implicit advice about ways to look and 
act in order to have a man fall in love with you and marry you. I These may seem 
oxymoronic choices, but in both areas of reading I was engaged in the subconscious 
quest to find some sort of identity to hold on to, at this stage through wanting to be like 
a "good keen man" and to be made valid by being desired by males. Having a boyfriend 
in the First Fifteen was the highest status available to a girl in our small, country high 
school. 

The vicarious experience of adventure, physical achievement and the bush that had made 
Crump' s books engrossing was repeated when I studied Man Alone ( 193 9) in my first 
year at university in 1979. John Mulgan's novel was, according to the lecturer and 
critics, a great and important New Zealand novel; Johnson was a proper New Zealander, 
very brave, tough, resourceful and tenacious, an historical model for all others to follow. 
It never occurred to me, instilled as I had been at school with the notion of the one right 
answer, to question the then received understanding of this novel and its protagonist. 
Yet at the same time, there was a distance between me and Mulgan's Johnson and 
Crump's main characters (however much I wanted to be like them), for I knew I could 
never actually enjoy the freedom of wandering the country, striking up conversations 
and friendships and living in the bush when it suited me. Social injunctions for females 
to keep themselves safe meant avoiding strange men and not even walking home alone in 
the dark, a point brought home at that time by the assault of several young women from 
the Halls of Residence when returning from the university library at night. 

Overall, the prescribed texts in university courses in (what was then described as) 
English Literature communicated several strong and inter-connected messages to a 
young, female English major, not that I was consciously aware of these then. In the 
"Contemporary Literature" paper, for example, we were taught novels like Kingsley 
Amis' Lucky Jim (1954) and John Braine's Room at the Top (1957), which involved male 
protagonists with female characters presented as either markedly unattractive or as sex 
objects and status symbols.2 The inclusion of Sylvia Plath's poetry in this course was 
well tempered by a focus upon her misery and suicide; the same focus was applied to 
the female protagonist in Robin Hyde's The Godwits Fly (1938), part of the "New 

1 For a critique of Jackie, "Britain's biggest selling teen magazine for over ten years" (from 1964 to 1976) 
in terms of the ideological construction of teenage femininity, see Angela McCrobie's essay, "Jackie 
Magazine: Romantic Individualism and the Teenage Girl" in her Feminism and Youth Culture, 2nd ed, 
(Houndsmills and London: Macmillan, 2000): 67-117, 67. 
2 In Lucky Jim, for example, "[i]n a few seconds Dixon had noticed all he needed to notice about this 

girl: the combination of fair hair, straight and cut short, with brown eyes and no lipstick, the strict 
set of the mouth and the square shoulders, the large breasts and the narrow waist. [ ... ] The notion that 
women like this were never on view except as the property of men like Be1irand was so familiar to 
him that it had long since ceased to appear an injustice" (Amis 28-9). Near the beginning of Room at 
the Top, for example, the male protagonist thinks, "I wanted an Aston Martin, I wanted a three
guinea linen shirt, I wanted a girl with a Riviera suntan" (Braine 29). 
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Zealand Literature" paper. The inclusion of some of Katherine Mansfield's fiction in 
this paper provided a much more positive identificatory experience in terms of a 
relationship between "femaleness" and literature. On the other hand, in retrospect, a 
straightforward identification with "New Zealandness" through the medium of 
Mansfield's fiction was precluded to a large extent by her often English and European 
subject matter, her own residence in these places on the other side of the world, and the 
turn of the century settings. 

Accordingly, my sense ofrecognition was startling and exhilarating, when, 
independently, I read Fiona Kidman's A Breed of Women (1979) and then Keri Huline's 
the bone people (1983), New Zealand novels largely narrated from female viewpoints in 
(then) contemporary social milieux. It was like finding "home" in books, in terms of 
setting, psychology and sociology. In my twenties, I went on to find similar, extremely 
engaging and familiar female characters and accounts of being a woman in British, 
Canadian and American novels by the likes of Fay Weldon, Margaret Drabble, Margaret 
Atwood and Marilyn French. This profound experience of the reflection and 
reinforcement of my self and life - in terms of New Zealandness and/or femaleness - in 
particular books is one factor which has precipitated the choice of subject matter and 
theoretical approaches involved in this thesis. 

On a personal level, there are two other precipitating factors to be explained regarding 
these choices. When I was nineteen years old, I formed a relationship with a Dutch 
immigrant, whose parents more or less adopted me for the seven years in which I lived 
with their son and long after. As they had left the Netherlands only six years before I 
met them, their attitudes and way of life were very different from what I was used to. 
Not only did they seem very sophisticated in discussing ideas, books, art and music as a 
matter of course, they very often expressed their perceptions of what they saw as New 
Zealanders en bloc. Through this lens of outsiders' eyes, I became aware of Pakeha as 
not just ordinary, a norm from which others were different, but as having distinguishing 
social mores and customs. Furthermore, my substitute mother was very able and 
assertive, a high-flying, regional manager, the only woman at this level in the company. 
Thus, I had a role model who recognised and challenged sexism, encouraged me to do so, 
and made me realise that New Zealand had its own particular brand of masculinism. 

While the Ministry of Forestry - my employer during the last four years of the 1980s -
was a bulwark of this masculinism, my time there also opened my mind in a significant 
way. I worked in an open-plan office with landscape architects, for whom the creation 
and/or manipulation of landscape was the order of the day. Engaging with and 
overhearing discussions about this work and its underlying philosophies developed my 
interest in senses of place, relationships between people and their environments, and the 
constructedness of landscape. This interest is manifest at present in the two gardens I 
share with my partner, and in my editing of the forthcoming anthology, My Paradise: 
New Zealand Writing About Gardens (Hazard Press Publishers 2001). Together, my 
concern with cultural geography, my habitual - now conscious - pn;:!occupation with the 
formulation and experience of identity, and my feminism have in part prompted the 
writing of this particular thesis, the general area of focus of which is what is commonly 
termed Pakeha identity. Specifically, I will argue that, generally, three stages have 
occurred in the collective formulation and experience of this identi~y in my lifetime, 
which, thus, I have a vested interest in understanding. 
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The literary critical discourse about Pakeha identity 
The intersection of this personal nanative's trajectory with that of the critical discourse 
dealing with the relationship between New Zealand literature and identity makes my 
choice of topic compelling on an academic level. Over time, the concepts of national 
identity, Pakeha identity and settler acculturation have been discussed by a range of 
literary critics including Monte Holcroft, Allen Curnow, Roger Horrocks, Ian Wedde, 
Simon During, Jonathan Lamb, Michael Neill, Stevan Eldred-Grigg, Lydia Wevers, Kai 
Jensen and Linda Hardy. The following summary of such discussion works to locate 
the point at which my study enters into this discourse. The summary also documents 
the various views which have been held about the relationship between social and 
literary spheres, leading the way for a statement of my assumptions about this 
relationship, those governing this study. 

Holcroft's The Deepening Stream - Cultural Influences in New Zealand (1940) is a good 
staiting point. In this essay, Holcroft conceives of a singular "nation" and the country 
as an entity discrete from the people who live in it, suggesting that New Zealand's 
paiticular geographical location and landscape will have had an effect upon the psyches 
- on what he terms the "racial memory" - of European settlers and their descendants 
(22-8, 84). While mourning what he sees as a widespread lack of spirituality amongst 
New Zealanders, Holcroft describes himself as "trying to decide [ ... ]whether or not 
New Zealand is engaged in the task of shaping a soul," as looking for "some deeper 
impulse within the nation's life" (17). In doing so, he assumes the existence of what he 
calls "an essential New Zealand" - "the truth of life in this country" - something which 
could be "discover[ed]" by creative writers as, in his view, their "receptive and sensitive 
mind[s]" set them apart from "the man in the street" (Holcroft 17, 71, 30, 29, 84). 
According to Holcroft, the role of the writer is extended by the still more aware and 
observant literary critic (57). Thus, for him, literary activity is distinct from society, 
the relationship being one of appropriation and transformation, with writers and critics 
feeding the crystallised and unlocked meaning of an inchoate social world to the reader. 

That said, Holcroft argues that, until just prior to 1940, New Zealand writers (with the 
exception of Ursula Bethell) "described their country-side with a conventional response 
to pioneer associations, or with a conception of nature drawn from the memories and 
influences of other lands," attributing "this diffident approach to a somewhat 
overpowering environment" and "the comparatively shallow placing of Anglo-Saxon 
roots in New Zealand soil" (20-1). However, Holcroft also believes in the possibility of 
the "work of a New Zealand thinker big enough to find new places of departure, and to 
fashion a theory of life that seems to have its sanction in the physical contours and 
social trends of his environment" (55). In his view, then, the geographical and the social 
contribute to the formulation and experience of identity. Overall, Holcroft sees "New 
Zealand literature [ ... as] an attempt to find the local meanings ofreality" (82). 

Five years later, Curnow was to use similar terminology in his Introduction to A Book of 
New Zealand Verse: 1923-45 (1945): "verse has begun to be recognised as purposive, a 
real expression of what the New Zealander is and a part of what he may become" (14-
15). Thus, he shares Holcroft's assumptions about a singular national identity and 
about what Curnow terms the "ineducible realities in New Zealand life," describing 
these as a characteristic preoccupation with "mortgages and butterfat" and "stunted 
emotion[s] because we have not dealt direct with life, but through [the] intermediaries" 
of England and America (1945 17, 41). In seeing the writer as a kind of intermediary, 
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Curnow repeats Holcroft's perception of the New Zealand writer as elevated above a 
raw and nebulous society: "our true poet is the suffering and demanding spirit of us all" 
and "is unlikely to escape wholly the character of prophet to his people" (1945 31, 22). 

This notion of the prophetic writer is evident in Curnow's expression of a belief that, 
while New Zealand writers had shared a "common problem of the imagination" and a 
sense of being "interlopers on an indifferent or hostile scene" until the 1940s, "the 
country becomes a point of departure for imagination" for writers from this point in 
time (1945 52, 20). D'Arcy Cresswell (1896-1960) and R. A. K. Mason (1905-71) are 
considered by Curnow as "set apart" in their "new" and "special task" of "taking poetry 
seriously" and, thus, allowing "New Zealanders" the possibility, "not of 'nationhood,' 
but of manhood itself' (1945 27). What does he mean within the context of his 
understanding of these terms in 1945? He seems to be attesting to a development in 
New Zealand poetry into both maturity and validity (as opposed to what he appears to 
think of as undesirably feminine whimsy), with a concomitant possibility of a shift in 
the social world. 

This view - that literary and social developments are connected - was more clearly 
communicated fifteen years later in Curnow's Introduction to The Penguin Book of New 
Zealand Verse (1960): 

[ n ]owhere in the last decade have there been any poetic departures worth 
mentioning, and New Zealand has not been privileged. [ ... T]here is 
something frighteningly monolithic about the country's - 'culture' seems, 
ominously, the only word. It seems to be in sight of the end of the road 
which began with the radical social reforms of Reeves's time. It is not 
surprising that some of the better verse of this last decade has been muted in 
tone, deficient in energy, a dulled mirror; it is a curious half-art of a half
people, too safe to be interested, sure of everything but themselves (64-5). 

However, more broadly, a poetic departure - or first - did occur with Curnow's 1960 
anthology, given its inclusion of English versions of Maori "waiata (songs), the tangi 
(laments), the karakia (ritual chant), and a reo tao (chant giving power to a spear)" 
(Oppenheim and Curnow 76). The motivation for including these, states Curnow, was 
that "[d]istinct as they are, [ ... ]the Maori poems nevertheless represent a significant 
part of our commonly diffused consciousness of ourselves as New Zealanders" (1960 
20). This statement appears to be the first literary critic's observation of a Maori 
influence upon Pakeha identity. 

Another marker of the sense of the local, for Curnow, is writers' "tak[ing of] our land for 
a part of the seascape,'' a perception which - in his view - links New Zealand poets with 
"Polynesian peoples" and marks their difference from English poets (1945 46-7). In 
making such points, Curnow is fulfilling what he sees as the critic's role (bey.and 
extrapolating the meaning of poems), the observation from poetry of what New 
Zealanders "hold in common" (1945 16). For him, here, the literary world of critics and 
writers is effectively defined as a kind of platform from which society is regarded and 
explained. 

This and other points made by Curnow - mentioned above - are interrogated by Roger 
Horrocks in "The Invention of New Zealand" (1983). Curnow's assumption about a 
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reality to be uncovered is unsettled by Horrocks' observation that " [a ]ny notion of 
reality tends to involve a consensus among a particular group of people at a particular 
time," by his description of Curnow (the anthologist) as a "maker of fictions," a . 
"venerable magician," and by noting that the "best magicians are so subtle they are taken 
for realists" (1983 10-11). Indeed, Horrocks points out the "distance" of "new writers" 
from "any simple claims to truth, and possessive attitudes to 'reality"' (1984 137). He 
also argues that the "New Zealand tradition has never been monolithic - somewhere 
there have always been alternative styles of reading, alternative fictions" (Horrocks 
1983 10). 

Further, Holcroft's and Curnow's understanding of the critic as extrapolator of a single 
meaning is challenged by Horrocks' noting of the possibility of a "medley of readings," a 
need for an awareness of "all the elements of meaning - the window, the window-as
mirror, the glass, the frame, the viewer" (1983 23 , 28). Accordingly, Horrocks 
welcomes '"literary' theories [as] encourag[ing] a new way of looking or reading," a way 
to "clarify intuitions, to think them through to a further stage" and take into account 
"not just one but a number of specific variables (race, gender, class, local differences etc" 
(1984 136, 1988 7). For example, he argues that there had been a strong sense among 
some writers (like A. R. D. Fairburn) that "[a]rt was most real when it was robustly 
masculine," and that a "great deal of New Zealand art and literature looks as though it's 
based on the strategy (or compromise) of two readings - a straightforward reading for 
the 'ordinary person' as well as a more complex one for the intellectual" (Horrocks 1984 
132 130). 

Horrocks' interrogation of the traditional conception of "New Zealand literature" as 
singular goes fu1iher in a later essay - "Re-Locating New Zealand" (1988) - in which he 
describes it as "simultaneously [ ... ] challenged by Maori writers, by women, by gays 
and lesbians, by political radicals, by avant-garde writers, by theorists, and by other 
groups who had felt themselves treated as marginal, foreign, deviant, etc" (6). He 
concludes that "[t]oday the phrase 'New Zealand writer' should raise questions not 
supply answers" (6). Overall, Horrocks' belief "that culture and its meanings are 
socially constructed (rather than revealed from the depths, or grown organically, as 
artists claim)" informs his observation that the "tradition of 'New Zealand literature'[ ... ] 
has clear gaps, particularly the limitations of realist thinking in making sense of a 
mediated world" (1988 14). 

Like Horrocks, Wedde effectively writes back to Curnow's Introductions (in the 1945 
and 1960 anthologies) in discussing settler acculturation in his own Introduction to The 
Penguin Book of New Zealand Verse (1985), which he co-edited with Harvey McQueen. 
Here, Wedde makes a series of points about his understanding of the ideal relationship 
between language and location, tracing what he defines as a "process, not a national 
condition" in New Zealand poetry from a disjunction of language, geographical and 
cultural context in the example he gives of Hubert Church's Victorian work to a "natural 
sense ofrelation" between these in David Eggleton's "Painting Mount Taranaki" and 
James K Baxter's poems, citing this congruent relationship as "[o]ne reason Baxter's 
poetry achieved an unparalleled readership in this country" (29, 40, 43-4). 

The relationship of literature with society is also of concern in Neilll's "Coming Home: 
Teaching the Post-Colonial Novel" (1985) in which he questions how "New Zealanders 
now define their relation with the imperial past," and the extent to which "we are still 
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haunted by that feeling of 'unreality' common to all ex-colonies set adrift with the 
ambiguous gift of 'freedom"' (38-9). For Neill, "[t]hese are questions which our own 
literature has, for the most pai1, only recently and tentatively begun to approach" (39). 
After observing another side to a colonial past - settlers' dealings with the original 
inhabitants - he argues that, while "Pakeha New Zealanders have not, by and large, 
found it easy to see themselves as colonial oppressors," "we need to examine the 
grounds of our claim" "if we really mean to be at home here" ( 45-6, 48). By means of 
analysing an aspect of Nadine Gordimer's Burger's Daughter (1979), Neill suggests that 
Pakeha need to uncover and come to terms with the past in order to gain a secure ground 
for identity ( 48). He concludes that it is the role of writers, "Maori and Pakeha, to give 
us back our past, to make a language for that history," giving the bone people as his 
example of "a truly post-colonial fiction," one which "holds out the possibility of a 
genuine homecoming for all the people of this country" without expanding upon the 
reasons for this assertion (Neill 48, 53). 

A point During makes in an essay written in the same year may explain Neill's position. 
Postcolonialism, for During, "is also a crisis for those who have been agents of 
colonialism and, who once colonialism itself has lost its legitimacy, find themselves 
without ethical and ideological support" (370). More complexly, he argues that the 
settler's "postcolon!al self knows itself in universal terms, that is, in terms of the 
international centres, of a colonial past. Yet the images and texts it produces as 'its own' 
can affect it as if they have passed through no 'external detour', no world which is not 
their own" (369). Thus, During can follow up his observation that "New Zealand is 
inevitably coming to know itself in Maori terms" by arguing that while the bone people 
"desires a postcolonial identity given to it in Maoriness," the "Maori culture" within the 
novel is "absorbed and controlled by its profoundly Occidental narratives" (370 373-4). 

Literary critics' interest in Pakeha cultural appropriation of Maoriness focused upon 
Wedde's 1985 poetry anthology as well as the bone people. Lamb joined the debate 
with "Problems of Originality: or, Beware of Pakeha Baring Guilts" (1986) in which he 
notes Wedde's desire for the development of New Zealand English "to the point where 
we can feel ourselves to be its original poets, its consummators" (Wedde 29) in order to 
voice his own concern that "the word original is troublesome in a New Zealand context" 
(352). According to Lamb, this word "conjures up two disturbing and contradictory 
scenarios: that of an origin slipping away into a pattern of an imperial (and therefore 
alien) history; and that of an origin suddenly announced and violently appropriated at 
the expense of indigenous continuities" (352) . Subsequently, Lamb questions what is 
replacing European antecedents (which he describes as now generally perceived 
negatively as "spurious, obscure, guilt-ridden and unjust") in a search for a positive 
Pakeha identity (353). Lamb observes that most Pakeha readers "will not be able to 
read the Maori originals" in The Penguin Book of New Zealand Verse; thus, he 
concludes, the "indigenous poetry becomes the imperfect other of 'the upwelling vigour 
of original language' - English language, that is, which has won its location, its ground, 
and can sing on it," arguing that this effect is encouraged by Wedde's Introduction (357). 
It is suggested by Lamb, finally, that "we-Pakeha at least-have no business to be 
looking for such plenitude" in this site, and that a "liberal concern for Maori culture and 
language" conceals cultural appropriation (358). 

The scope of this debate was widened by the publication of an essay by Eldred-Grigg in 
1987. "It is clear [writes Eldred-Grigg,] that the identikit 'New Zealander' [the working 
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man] who emerged in literature from the 1920s to the 1950s was a puppet revealing 
more of the obsessions of middle class Pakeha males than it did the lives or dreams of 
working class people, women and Maoris" (301, 305). By invoking the issue of class in 
relation to the actual complexities of New Zealand's colonial and postcolonial situations, 
Eldred-Grigg also challenges the "notion that the people of a nation state somehow 
fo1med an organic whole, a folk community which was born, was young, grew and 
matured" (293-300, 304). Predominantly middle-class writers have, in his view, 
"burden[ ed] readers with inappropriate myths, muddying rather than clarifying 
consciousness" with the "quest for national identity" supposed by this singular focus 
and process (Eldred-Grigg 309). This is not to say that Eldred-Grigg does not believe in 
the value of literature regarding identity, just that "there are more useful ways of using 
literature to help us make sense of life in this place" (309). 

Later, in the 1990s, the work of three critics - Jensen, Wevers and Hardy - marked 
developments in Eldred-Grigg's "culturalist" approach to relationships between 
literature, society and identity. Jensen, in Whole Men: The Masculine Tradition in New 
Zealand Literature ( 1996), points out the exclusions involved in the definition of the 
working man as the quintessential New Zealander effected by writers like Denis Glover, 
H. Winston Rhodes, Sargeson and Holcroft (45-6). Upon noting that "[m]asculinity 
supplied the material and the style of literary nationalist works" in the 1930s and '40s, 
Jensen speaks of the need to look back and "name the myths" underpinning the works 
of what he calls "the 'high masculinist period" in New Zealand literature at that time 
(170). 

While similarly inten-ogating the literary construction of "nation" and Pakeha identity, 
Wevers reads Katherine Mansfield's New Zealand stories "as 'about' New Zealand, the 
imagined community signified by the Burnell family and its surroundings" (38). For 
Wevers, 

[b ]oth 'At the Bay' and 'Prelude' suggest the individual's place within a larger 
strncture which contributes to their individuality, which is both the 
family/society/nation and the geographical location expressed in landscape, 
but by emphasising temporality and plurality, the stories insist on the 
elusiveness of attributed meanings, on the role of the family as nation 
continually falling back from the idea of its own permanence, its own 
cohesion, its own possession of the landscape ( 46). 

In arguing that while these two stories signify "plurality within commonality" in the 
"constantly remade space of the family as nation" - at the same time as they effectively 
"displace [ ... ] and dispossess[ ... ]" Maori - Wevers clearly communicates a complexity, 
mutability and selection in a socially constructed national identity, which is reflected 
and reinforced by literature ( 42, 44-5). While my study is concerned specifically with 
Pakeha (rather than national) identity, it is underpinned by the same assumptions. In 
other words, I am assuming that identity is culturally constructed through the means of 
literature - to a significant extent - in a process involving complexity and selection. 
Accordingly, following Wevers, Jensen and During in particular, I also believe in the 
possibility of reading such constrnctions in order to name the myths (to hon-ow 
Jensen's words) underpinning them. 
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My approach is also informed by Hardy's argument in her essay, "Natural Occupancy" 
(1995). Hardy defines what she calls "a settler poetics of colonisation" as a "fiction," 
one in which "the politics of racial and cultural domination and resistance are displaced 
and refigured in terms of an erotic and aesthetic deficiency in European culture" (214). 
She observes that to "sun-ender the furnishings of a culture both European and bourgeois 
is to come into the sensuality of a 'natural occupancy' of the new land" (Hardy 214). 
Aspects of this settler poetics are "recognisably modernist," argues Hardy, and shared 
by some postcolonial writing, even while this "strenuously adve1iises its break with an 
older aesthetic" (224). It is not these postcolonial writers' "reworking" and "reacti[on] 
against the aesthetic norms of a 'high' European culture" which concerns Hardy; rather, 
she says, 

it is the romance of the adaptable common man, the settler whose 
sympathetic immersion in his new world is coded as its post-cultural point 
of origin, which makes me suspicious, for it "has the odd consequence of 
rewriting, as in some way marginalised and misunderstood, the very culture 
[white, male, mainstream] that ... I've always experienced as massively 
dominant" (225).1 

I am similarly suspicious of what have been commonly touted as significant 
postcolonial New Zealand novels. My concern is with the inter-relationship of 
postcoloniality with sex and gender in these texts and in the literary critical discourse 
about Pakeha identity. 

Choice of texts 
My analysis focuses upon Mulgan's Man Alone (1939), Hulme's the bone people (1983) 
and Duffs Once Were Warriors (1990). Most generally, we can think of the contents 
and second-order meanings of these three books as marking distinct. stages in the process 
of formulation and experience of collective Pakeha identity through cultural discourse: 
the late colonial disregard for and distancing of Maori; the anti-colonial embrace of the 
Maori as a means of claiming indigeneity; and the stage of internal de-colonisation in 
which Maori are once again cast as other and scapegoated, while - from another 
perspective - inspiring Pakeha women to stand up for themselves as people. 

This last point indicates the impossibility of dealing simply with what can best be 
called Maoriness and Pakehaness in general terms, for representations of race and/or 
ethnicity in Man Alone, the bone people and Once Were Warriors are inseparable from 
the novels' own constructions of sex, gender and sexuality as well as what can loosely 
be called geography. Thus, my study focuses upon the three novels' contents and 
connotations with regard to personal identity in tandem with collective identity. I will 
consider the common enmeshment of conceptions of geography, race, ethnicity, 
sexuality, sex and gender in various permutations and emphases in the three books, 
including the assumption that these terms are meaningful. As part of this process, I test 
in particular the thesis that the constructions of Maoriness represented in Man Alone, 
the bone people and Once Were Warriors are a crucial factor in these novels' cultural 
significance for Pakeha, indeed, in signifying both the concept "Pakeha" - or otherwise -
and complexities within Pakeha. 

I Hardy quotes Meaghan Morris from "A Small Serve ofSpagetti," Meanjin, 49.3 (1990): 470-80, 475. 
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Why have I chosen these three novels to focus upon? Man Alone is described as having 
canonical status in the New Zealand cultural tradition by Jock Phillips, Nick Perry, and 
Keith Sinclair (1987 256, 133, 329). This canonical status has been encouraged, as Paul 
Day noted in 1968, by the book "becom[ing] something of a standard work in the post
primary reading lists of New Zealand. Teachers find that fifth-formers read it with 
avidity, on the adventure story level" (96). While it has been impossible to find out 
exact sales figures for Man Alone, its cultural importance is indicated by the amount of 
times it has been reprinted. Although it was first published by Selwyn and Blount in 
England in 1939, Blackwood and Janet Paul published a new edition in New Zealand in 
1949, which was reprinted in 1960, 1961, 1964, 1965, 1966, 1969, 1970 and 1971; 
Longman Paul's edition of Man Alone was published in 1972 and reprinted in 1973, 
1974, 1975, 1977, 1978 and 1980 (twice) and Penguin published this novel in 1990 
(Mulgan 1972 4, 1990 iii). As is apparent from these dates, Man Alone had cultural 
significance for readers in the 1960s and '70s as well as in the period in which it was 
first published. 

The bone people and Once Were Warriors both feature Maoriness and were extremely 
commercially successful 1 at times of huge social and cultural change, indicating the 
striking of a strong chord or chords with the reading public of the day in each case. 
Moreover, individual identity (in the traditional Western sense of the word) is a concern 
common to Man Alone, the bone people and Once Were Warriors, a key point in my 
selection of texts. My choice to focus upon these three novels as a group is further 
justified by their literary and cultural intertextuality. What do I mean here? As 
Umberto Eco puts it, "[n]o text is read independently of the reader''s experience of other 
texts. Intertextual knowledge[ .. . ] can be considered a special case of overcoding and 
establishes its own intertextual frames" or "literary 'topoi'" (21 ). That is, as Barthes 
writes, a text is 

woven entirely with citations, references, echoes, cultural languages [ ... ], 
antecedent or contemporary, which cut across it through and through in a 
vast stereophony. The intertextual in which every text is held, [ ... ] is not to 
be confused with some origin of the text: to try to find the 'sources' , the 
' influences' of a work, is to fall in with the myth of filiation; the citations 
which go to make up a text are anonymous, untraceable, and yet already 
read: they are quotations without inverted commas (1977 15 8). 

Thus, I am not concerned with explicit references to earlier texts, but with a markedly 
strong chain of repetition, subversion or development of key elements and situations 
observable from Man Alone to the bone people, and from that novel to Once Were 
Warriors, and with the implications of this inte1iextuality regarding Pakeha identity. 

There are some texts which fit one or other but not all of my criteria for inclusion in this 
study. Given that commercial success is one such criterion, why not also focus upon 
Crump's fiction?2 Like Man Alone, Crump's thirteen novels - published between 1960 

1 All sales figures are confidential to the writer and examiners of this thesis; this was the 
condition under which they were supplied. 

2By 1992, Crump's "New Zealand sales were estimated at more than a million copies (including more 
than 400 000 copies of A Good Keen Man [1960] and Hang on a Minute Mate [1961]) (Sturm 1998a 
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and 1996 with a gap between 1971 and 1980 - involve "stories of abandoning the urban 
rat race and 'going [ .. . ]bush', learning to live independently and to develop practical 
skills of survival, [which] appealed strongly to post-war generations of primarily city 
and suburban-dwelling New Zealanders" (Sturm 1998a 121). In essence, then, a 
consideration of Man Alone includes that of the frontier masculinity (as detailed in the 
following chapter) epitomised in Crump's fiction. That is, in this regard, Mulgan's and 
Crump's novels did the same job in the same period. What makes Man Alone more 
pertinent for my study (of the effect of literary representations of Maoriness in the 
cultural construction of Pakeha identity) is its added dimensions of explicit settler 
unease and focus upon Maoriness. 

Why choose Once Were Warriors rather than other novels focusing upon Maori 
characters and Maoritanga published around the same time? I am aware that Duffs 
novel effectively interrogates more than the bone people, that it can be read as 
responding to 1980s texts which construct Maori in essentialistic terms as spiritual, 
natural, spontaneous and rural. However, the notion of an individual self is not of 
concern in Patricia Grace's fiction and Ihimaera's The Matriarch (1986), both of which 
focus upon wider issues of Maori identity and political issues. Overall, The Matriarch 
is engaged with revising history and establishing Maori as tangata whenua (people of the 
land), as is evident at the conclusion of the Prologue when these words are spoken by a 
Maori character to her grandson: "[t]his was our land. This was our life. [ .. . ]Then came 
the Pakeha" (6). Similarly, Grace's Potiki (1986) is framed in the first chapter by a 
traditional understanding of Maori identity as "more communal than personal" (1986 
10). Grace's Cousins, published later in 1992 almost alongside Once Were Warriors, 
continues this conception of Maori as a collectivity in that the "central process is the 
development of a Maori cultural awareness and assertion"; that is, the novel "chart[ s] 
out the changing place of Maori in New Zealand society from the 1940s to the 1990s" 
(Jones 1998 186-7). Moreover, Ihimaera's and Grace's fiction, although it is well 
respected and sells, has not been any where near as commercially successful as the bone 
people and Once Were Warriors, has not been so very widely embraced by the -
statistically - vast majority of New Zealanders, those commonly known as Pakeha, with 
all the implications that embrace carries. Another, very interesting, thesis could be 
written about shifts and changes in literary representations of collective Maori identity 
and politics in New Zealand fiction of the 1980s and '90s. In my thesis, however, I 
would rather focus upon novels which have been widely significant for Pakeha, in order 
to chart the ways in which representations of Maori(ness) and of the natural New 
Zealand environment (including the implications of these regarding sex, gender and 
sexuality) have served to reflect and reinforce understandings and experiences of 
collective and personal Pakeha identity. 

Every thesis involves making choices in order to conduct in-depth analysis within the 
allowable world limit. I would have liked to consider Sue McCauley's Other Halves 
(1982) which was published a year before the bone people and sold "more than 20 000 
copies" (Simpson 318). Yet this figure is less than half of the amount of copies of 
Hulme's novel sold within even two years of its publication, by 1985. The bone people 
also has the larger scope in terms of its manifestation of commonly enmeshed 
conceptions of geography, ethnicity, gender, sex and sexuality. Further, overall, the 

120); "nearly 50,000 copies" of each ofthese two books had been sold by 1962 "and within half a 
dozen years the former had been reprinted fourteen times and the latter nine" (Sturm l 998b 609). 
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selected group of Man Alone, the bone people and Once Were Warriors provide the 
means of tracing a cultural history from a general Pakeha perspective over time, for, as 
Phillips observes, "as a consequence of [New Zealand's] relatively small size, its 
mythologies were more mono-cultural than in other places" (Schick and Dolan 57). 
That said, I will also observe the actual impossibility of positing such a singular and 
totalising perspective as that of "Pakeha," noting the construction, denigration or erasure 
of paiticular social groups evident in the three novels' contents and connotations. 

The rest of this opening section will introduce the key critical concepts which will 
underpin the analysis in the following chapters. 

From literature to culture 
My use of the term "culture" needs to be made clear. From about 1830, literary 
criticism - dealing with what Catherine Belsey terms writers' "expressive realism" (7) -
rested on the assumption of "the existence of a story, views and experiences in the mind 
of the novelist prior to and independent of the formulations of them. These pre-exist 
the narrative and are 'expressed' in it" (10). Later, in the period of the 1940s and '50s, 
"New Criticism" challenged the assumption that an author's intentions could and should 
be discovered; " [ w ]hat survived, however, was a kind of implicit intentionalism, a quest 
for what it appeared the author had had in mind on the evidence of the text itself' 
(Belsey 15-16). Subsequently, in 1957, Northrop Frye went "beyond the New Critics 
in rejecting entirely the quest for even implicit intention," arguing that "the text is 
inevitably plural, open to a number of readings. The evidence for its plurality, F1ye 
argued, is the simultaneous development of a number of schools of critical theory, each 
emphasising different elements in the text, each discovering distinct patterns of 
significance" (87, Belsey 27). Yet, as Belsey observes, Frye's position does not take 
into account the fact that "[a]ssumptions about literature involve assumptions about 
language and about meanings, and these in turn involve assumptions about human 
society. The independent universe of literature and the autonomy of criticism are 
illusory" (29). 

That is, as Belsey explains, "post-Saussurean" thinkers argue that "the 'obvious' and the 
'natural' are not given but produced in a specific society by the ways in which that 
society talks and thinks about itself and its experience" (3). She proceeds to observe 
that " [ o ]n the basis of Saussure's work" [1] 

it is possible to argue that in so far as language is a way of aiticulating 
experience, it necessarily participates in ideology, the sum of the ways in 
which people both live and represent to themselves their relationship to the 
conditions of their existence. Ideology is inscribed in signifYing practices -
in discourses, myths, presentations and re-presentations of the way 'things' 
'are' (Belsey 42). 

"Ferdinand de Saussure (1857-1913) was a Swiss linguist[, ... and is] widely regarded as the father of 
modem linguistics" (Lodge 1988 1). "(T]he founder of modem linguistics at the same time founded 
semiology, the general science of signs, within which linguistics was to be one special branch. [ .. . ] 
The essential feature of Saussure's linguistic sign is that, being intrinsically arbitrary, it can be 
identified only by contrast with coexisting signs of the same nature, which together constitute a 
structured system. By taking this position, Saussure placed modern linguistics in the vanguard of 
twentieth-century structuralism" (HaiTis ix-x) . See Saussure 111-19. 

1 7 



To elaborate: a discourse "is a domain oflanguage-use, a particular way of talking (and 
writing and thinking). A discourse involves certain shared assumptions which appear in 
the formulations that characterise it" (Belsey 5); for example, New Zealand literature in 
English featuring Maoriness is a discourse. 

A "myth" (or "mythology"), in the way I shall use the term, "is constructed from a 
semiological chain which existed before it: it is a second-order semiological system. 
That which is a sign (namely the associative total of a concept and an image) in the first 
system, becomes a mere signifier in the second" (Barthes 1973 123). Like discourses, 
myths involve assumptions; the "myth-consumer takes the signification for a system of 
facts:" "the signifier and the signified have, in his [or her] eyes, a natural relationship" 
(Barthes 1973 142). In explicating the assumptions which underlie the discourse, 
mythologies, presentations and re-presentations regarding Man Alone, the bone people 
and Once Were Warriors, I will be identifying the ideologies inscribed in these cultural 
texts. 

The term "culture" is used here, then, "not as [the] organic expression of a community, 
nor as an autonomous sphere of aesthetic forms, but as a contested and conflictual set of 
practices of representation bound up with the processes of formation and re-formation 
of social groups" (Prow and Morris xx). As such, culture is "very dynamic" (Lull 185) 
and fundamentally political, "encompassing the struggle to control and contribute to the 
social circulation and uses of meanings, knowledges, pleasures and values. Culture 
always has both sense-making and power-bearing functions" (Fiske 13). "Its sense
making function contains concerns such as those of knowledge, discourse, 
representation and practice" (Fiske 13) and, I would add, the formulation and experience 
of identity. 
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From self to subject 
This paradigm of the ideological production of social groups and subjectivity departs 
from what Antony Easthope and Kate McGowan describe as the humanist notion that 
"identity and being are mutually dependent factors of individual existence" (67). 
Easthope and McGowan explain that humanism conceives of the individual "as a unified 
centre of control from which meaning emanates," based on the assumption that "the 
nature of the human 'being' is given in some way - that it exists prior to language simply 
to label the world of its own experience" (67). In contrast, 

the concept of subjectivity decentres the individual by problematizing the 
simplistic relationship between language and the individual which common 
sense presumes. It replaces human nature with concepts of history, society 
and culture as determining factors in the construction of individual identity, 
and destablizes the coherence of that identity by rµaking it an effect rather 
than simply an origin of linguistic practice (Easthope and McGowan 67). 

That is, "the theory of the subject proposes a notion of identity as precariously 
constituted in the discourses of the social whereby it is both determined and regulated 
by the forces of power inherent in a given social formation, but capable also of 
undermining them" (Easthope and McGowan 67). 

In order to analyse literature with regard to subjectivity (as is also my intention), Belsey 
argued in 1980 for "a new critical practice," so that she could observe "the effects of the 
limitation which confines 'c01Tect' reading to an acceptance of the position from which 
the text is most 'obviously' intelligible, the position of a transcendent subject addressed 
by an autonomous and authoritative author" (55). Subsequently, Belsey states, "it 
becomes possible to refuse this limitation, to liberate the plurality of the text, to reject the 
'obvious' and to produce meaning" (55 emphasis added). In effect, this statement 
addresses and validates the "medley ofreadings" of any one text advocated by 
Horrocks, as mentioned above (23). In inventing her "new critical practice," Belsey put 
"together specific elements of separate theoretical discourses, even though these 
discourses, produced to serve distinct theoretical and practical ends, are not in their 
entirety compatible with each other" (55). She believed this compilation of aspects of 
disparate theories to be "admissible if it generates a productive critical practice" (Belsey 
55). 

Like Belsey, I too have compiled aspects of sometimes disparate theoretical discourses 
in the critical practice which informs this thesis, a practice which justifies itself through 
its productivity. In order to analyse Man Alone, the bone people and Once Were 
Warriors as cultural texts, I need an approach which takes into account the largely 
interdependent relationships between ideology, discourse, myths, representation, social 
contexts, writers and readers in producing what was commonly held to be the 
meaning(s) of literary texts, and which enables me to interrogate such meanings and the 
assumptions which underpin them. To achieve this end, I have put together aspects of 
theories about the production and reception of literature posited by Belsey, Barthes, 
Eco, Perry, Wolfgang Iser, Adrienne Rich and Judith Fetterley. Points made by Gayatri 
Spivak and Sneja Gunew (both postcolonialists) and Judith Butler (a theorist concerned 
with "sex" and "gender") contribute to my approach. I will now expand upon the 
relevant aspect of each theorist's work in tum, and explain why I have assembled these. 
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The social context and the writer 
The above discussion of the ideological production of the subject - of identity - hints at 
the relevance of a consideration of a writer's social milieu. Specifically, as Belsey 
explains, according to the post-structuralist concept of subjectivity, there is 

no unmediated experience of the world; knowledge is possible only through 
the categories and the laws of the symbolic order. Far from expressing a 
unique perception of the world, authors produce meaning out of the 
available system of differences, and texts are intelligible in so far as they 
participate in it ( 45). 

She also notes, however, that post-structuralism allows authors leeway for 
"recogniz[ing] ideology for what it is, and[ ... ] tak[ing] an active part in transforming it 
by producing new meanings" ( 46). In other words, according to Barthes, "a writer is 
not speaking from the position of a spontaneous bourgeois subject[, ... ] but is rather 
subject to the system that places him [or her], inseparable from his [or her] act, defined 
by the system;" that is, "culture produces an illusory 'passive' I, the source of action 
appearing to be a pure ego without origin. The truth is halfway - a "middle voice"' 
(1972 144, cited Wright 124). I am assuming, then, that Mulgan, Hulme and Duff have 
reflected and reinforced ideologies governing the social milieux in which they wrote, to 
some extent at least. It is also possible that these writers may have deliberately called 
such ideologies into question. At the same time, their conscious subversion of one 
ideology may still reflect and reinforce other - unquestioned - assumptions. It is easy to 
examine the presence and developments of ideologies and issues in New Zealand society 
during the relatively recent period between 1939 and 1994. Such discussion provides a 
brief and general framework for the analysis of the novels as cultural texts in terms of 
collective and personal identity. 
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Reading, meaning and significance 
It is less straightforward, but just as important, to consider the role played by the reader 
with regard to the novels as cultural texts. There is a problem, in that it is impossible to 
research the hundreds of thousands of individual responses to Man Alone, the bone 
people and Once Were Warriors during their heydays and filter each of these through 
the ideological climates of those times, although reviews of the books provide some 
documentary evidence. A way around this problem is provided by an aspect of the 
work oflser, a proponent of reception theory in the 1950s, before the advent of post
structuralism, who argues that "the meaning of the literary text can only be fulfilled in 
the reading subject" (150). More precisely, he explains, meaning is "neither manifested 
in the printed text, nor produced solely by the reader's imagination," but 
"equivalence[ s ]" of "signs" emerge from the reader, "guided by signals [in the text] 
which 'project' themselves into him [or her]" (135). That said, Iser tolerates a limited 
difference in meanings produced by readings (27). I have, then, established my 
assumption that there is an interactive relationship between the reader and the text. 

Another oflser's points enables me to go on to profile the readership(s) who embraced 
each of the three selected novels. He uses the term "implied" reader to describe - in the 
abstract - the kind of person implicitly constructed by a text's underlying assumptions 
(Iser 34). While I am aware that Iser's theory is limited, as it "suppresses the 
relationship between language and experience" and "ignore[ s] the degree to which 
subjectivity itself is a discursive construct" (Belsey 36, 54), it is very useful, especially 
with an added post-structuralist interpretation. That is, I will be aware that the actual 
reader's production of meaning from signals in the text is likely to be shaped to a 
significant extent by the ideologies to which the reader is subject; thus, ultimately, my 
analysis will de-centre the reader as a source or centre of coherent meaning. 

Moreover, Iser's theory helps me discuss the cultural significance of Man Alone, the 
bone people and Once Were Warriors. He argues that a text's "[s]ignificance is the 
reader's absorption of the meaning into his [or her] own existence," and "is rather more 
sociological than literary" (Iser 151 ). I intend to use the sociological emphasis I am 
drawing out of Iser's reception theo1y in a way compatible with the semiotic approach 
to the analysis of narrative and characterological 'codes' derived from Barthes. Iser's 
implied reader is ve1y likely to also be what Barthes calls a "myth-consumer," as 
detailed above (1973 140). This theoretical link enables me to connect the assumptions 
underpinning the novels themselves with the readerships and the books' connotations 
regarding formulations and experiences of identity. 

More generally, Iser also thinks about actual readers en masse, noting that "whatever 
judgements may have been passed on the work will also reflect various attitudes and 
norms of that public, so that literature can be said to mirror the cultural code which 
conditions these judgements" (28). Perry, a New Zealander writing more recently than 
Iser, would add that, "fiction is sustained by convention and by interests. The tacit 
epistemologies and implicit structures which privilege given forms of literary activity 
depend not upon bedrock but upon consent" (120). "An exemplary work[ ... adds 
Perry, is] forged from the interaction of a text and the audience which recognises it. In 
defining it that audience also defines and recognises itself' (120). I will be arguing that 
Man Alone, the bone people and Once Were Warriors are such exemplary works. 
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Sex and gender 
At the same time, I will challenge the singularity implied by Perry's observation, 
intenogating the ideologies - and/or ideological changes - which have shaped the writers 
and readers of the selected novels, as well as their production of these works, their 
meanings and significances. As this interrogation involves various strands within the 
overall focus (upon commonly enmeshed conceptions of New Zealand's natural 
environment, ethnicity, race, sex, gender and sexuality), I need to draw together aspects 
of the work of theorists in several discursive fields. 

My intenogation is based on Eco's observation that the ideological bias of a reader can 
act as a code switcher, I "leading one to read a given text in the light of 'abenant' codes 
(where 'abenant' means only different from the ones envisaged by the sender)" (22) or, 
I would add, from those implicit in the text and its second-order meanings. Why 
perform such code-switching? According to Spivak (who works in the discourse of 
globalised or diasporic Indian post-structuralism and postcolonialism), "[t]he ways in 
which history [and, it can be argued, literature have] been nanativised always secures a 
ce1iain kind of subject position which is predicated on marginalising certain areas" ( 43). 
New Zealand's racism and sexism - the traditional construction and privileging of the 
"white male" perspective - make Spivak's theory applicable to my consideration of Man 
Alone, the bone people and Once Were Warriors as cultural texts. Moreover, Spivak 
deals with racism and sexism together (without accepting the essentialistic determinism 
underpinning racism and sexism (62)), a concern which makes one aspect of her theory a 
valuable addition to my approach. 

Gunew theorises Australian multiculturalism (a situation which has some parallels with 
that in New Zealand), writing about how textual "selections and exclusions [ ... ]are 
carried out from certain positions and perspectives whose operations are usually 
rendered invisible" (30). This point reinforces the need to uncover the privileging of one 
subject position in a text - and its meaning(s) and significance(s) - at the expense of 
marginalising others on the grounds of assumptions about race and sex. 

It may seem a backwards step, theoretically, to situate Rich and Fetterley - both white, 
American, second-wave feminists who deal simply with "women" as a homogeneous 
group - in an approach alongside Spivak and Gunew. However, the aspects of Rich's 
and Fetterley's work that I utilise provide me with a model and a key for examining the 
selected novels within the ideological climate of their specific social milieux. Rich's aim 
is to make privileged positions and perspectives - and those they marginalise - visible 
through "re-vision - the act of looking back, of seeing with fresh eyes, of entering an old 
text from a new critical direction" (18). The "resisting reader" is a term coined by 
Fetterley to refer to someone engaged in the project described by Rich (xx, viii). 
Specifically, Fetterley aims to "examine American fictions in light of how attitudes 
toward women shape their form and content," in order "to make available to 
consciousness that which has been largely left unconscious and thus to change our 
understanding of these fictions, our relation to them, and their effect on us" (xi-ii). 

1 Eco's use of the term "code-switching" differs from the linguistic use of the term to denote switches 
between languages; that is, he refers to differences in assumptions and understandings. 
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Furthermore, Fetterley notes that "[t]he woman reader's relation to American literature 
is made even more problematic by the fact that our literature is frequently dedicated to 
defining what is peculiarly American about experience and identity" (xii), adding that 

[t]o be excluded from a literature that claims to define one's identity is to 
experience a peculiar form of powerlessness - not simply the 
powerlessness which derives from not seeing one's experience articulated, 
clarified and legitimated in art, but more significantly the powerlessness 
which results from the endless division of self against self, the consequence 
of the invocation to identify as male while being reminded that to be male -
to be universal, to be American - is to be not female (xiii). 

Fetterley's observation - made in 1978 - was then also largely applicable to the 
formulation and experience of identity that had occurred through the medium of 
literature in New Zealand. Her approach epitomises second wave feminism of the 
1970s and '80s, with its concern to redress traditional inequalities between women and 
men. 

It needs to be noted that, since that time, there has been what could be termed a 
revolution in academic thinking in this area. The assumption of a binaristic division of 
sex has been questioned by Butler, who argues that 

if the body signified as prior to signification is an effect of signification, then 
the mimetic or representational status of language, which claims that signs 
follow bodies as their necessary mirrors, is not mimetic at all. On the 
contrary, it is productive, constitutive, one might even argue performative 
(1993 30), 

when "'pe1formative' suggests a dramatic and contingent construction of meaning" 
(1990 139). I will keep Butler's theory in mind as a kind of yardstick to measure the 
assumptions about sex and gender evidently reflected, reinforced and/or subverted in the 
texts and their social milieux. 

Sexuality 
These various assumptions about sex and gender are enmeshed in Afan Alone, the bone 
people and Once Were Warriors in a range of ways with conceptions of sexuality, 
conceptions which would be defined by Stephen Heath as "fabrication[s]" (2). Heath 
does not deny the "reality of the sexual in human life and the force and variousness of 
its experience," but observes the social construction of sexuality "through a set of 
representations - images, discourses, ways of picturing and describing - that propose 
and confirm" (3). These representations include art, of which literature is a subset 
(Heath 126). Annette Kuhn, like Heath, focuses upon representations of sexuality in 
texts, noting that "readings 'against the grain' are not only availabk, but often 
compelling. The activity of deconstruction sets loose an array of 'unintended' 
meanings, by their nature subversive of the apparently transparent meanings which 
texts offer us" (7). I will make such readings "against the grain," not only of the 
assumptions about sexuality, sex and gender evident in the novels and their second-order 
meanings, but also of those implicit constructions of "race" and "ethnicity." 

Race and ethnicity 
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It is impossible to think of a settler culture in isolation from that of the originally 
indigenous people, if, in fact, the two can even be separated into discrete cultural units 
beyond the point of first contact. The ve1y term "Pakeha" involves both an inherent 
reference to Maori and an implied discreteness from Maori. I Although this term has 
been and is commonly used to describe New Zealanders with European antecedents, 
there is a debate about its appropriateness, with some official forms offering options 
such as "New Zealand European" as a category of identity instead. In a recent 
development - in the 2001 census, for example - New Zealanders were asked to tick the 
boxes which corresponded with the ethnic groups they identified with, in a break away 
from the traditional division into singular and discrete groups. 

The category "New Zealand European" has problematic implications, however, 
especially given my concern in the following chapters with the process of settler 
acculturation. My decision to use the term Pakeha in the following analysis has been 
made for practical and conceptual reasons. It is much more efficient to use than the 
phrase "New Zealanders with European antecedents," and more clearly indicates those 
who have identified only with this heritage and its manifestations in their lives (very 
many people identifying as Maori in the past and present actually have European 
antecedents). At the same time, "Pakeha" indicates a conceptual separateness from and 
interdependence with Maori, a situation which - as will be explained - is variously 
evident in the contents and connotations of Man Alone, the bone people and Once Were 
Warriors with regard to collective and personal identity. 

While my overall theoretical approach includes the assumption that ethnicity is 
ideologically produced, I also need the terminology to describe what is constructed 
and/or represented as categories of identity by the novels themselves, their second-order 
meanings and their social milieux. Accordingly, I will now outline the distinction 
between "race" and "ethnicity" which will be utilised in the following chapters to refer 
to the assumptions inherent in these constructions and/or representations. 

Historically, by the mid 1800s, most educated Victorians believed that human beings 
could be divided into "a small number of groups, called 'races,' in such a way that all the 
members of these races shared certain fundamental , biologically heritable, moral and 
intellectual characteristics with each other that they did not share with members of any 
other race" (Appiah 276). This assumption has become outdated in some discourses; 
for example, Henry Louis Gates notes that "'[r]ace' as a meaningful criterion within the 
biological sciences has long been recognised to be a fiction" (48). Yet in "ordinary 
discourse" these days, the "word 'race' is still used when the speaker wishes to indicate 
objective and immutable differences between human groups and individuals, i.e. it 
continues to denote difference that seems to be immutable" (Wallman 229). It is both 
possible and appropriate for me to refer to a notion of biologically determined race in 
my study of novels as cultural texts, for, as Kwame Anthony Appiah argues, 

a discussion of some of the literary ramifications of the idea of race can 
proceed while accepting the essential unreality of races and the falsehood of 
most of what is believed about them. At least in this respect, races are like 
witches: however unreal witches are, belief in witches, like belief in races, 

l Orsman and Orsman define "Pakeha" as "[a] fair-skinned non-Polynesian immigrant to New Zealand; 
thence a usually fair-skinned, non-Polynesian New Zealand born New Zealander" (1995 193). 
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has had-and in many communities continues to have-profound 
consequences for human social life (277).1 

I also need to use the term "ethnicity" to describe assumptions - evident in the novels 
themselves, their second-order meanings and their social milieux - about identity as 
socially constructed, to differentiate this assumption from one about biologically 
determined "race." 

Wallman observes that, in "popular language, ethnicity [ ... ]implies a degree of choice 
and a possibility for change which 'race' precludes" (229). The significance of this 
popular usage in the discourse of literary study is made clear by Werner Sollors. 
"Ethnicity," he writes, "largely evokes the accumulation of cultural bits that 
demonstrate the original creativity, emotive cohesion, and temporal depth of a particular 
collectivity" (Sollors 290). Such an evocation especially occurs, he observes, "in a 
situation of emergence-be it from obscurity, suppression, em battlement, dependence, 
diaspora, or previous membership in a larger grouping" (Sollors 290). This notion of 
ethnicity is vital, then, in the following analysis of Man Alone, the bone people and Once 
Were Warriors as exemplifying major shifts in collective Pakeha identity. 

Summary 
It is obvious that this thesis is not a traditional survey of writers' oeuvres. Rather, I am 
considering the contents and implications of Man Alone, the bone people and Once Were 
Warriors in terms of developments in understandings of collective and personal Pakeha 
identity. Each of the three novels will be situated in its original social context and actual 
readers' responses documented. On a more textual level, the novel's content and 
second-order meanings will be analysed to identify its underlying assumptions, 
governing ideologies and implied reader(s). I will also make resisting readings of the 
novels' meaning and connotations for actual and implied readers in order to document 
the subject positions constructed and marginalised by those centred in the text and in 
the ideologies it invokes. Precisely, I will be testing the thesis that the constructions of 
Maoriness in Man Alone, the bone people and Once Were Warriors are a crucial factor in 
their cultural significance for Pakeha. 

1 I do not mean to imply any lack of respect for those who identify as witches through the use of this 
analogy. 
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Man Alone 

Introduction 
This book can be read as a response to a late colonial crisis in confidence precipitated by 
the Depression of the 1930s. Johnson' s successful crossing of the Rangipo desert and 
Kaimanawas is a symbolic re-colonisation of New Zealand, the imaginative conquest 
and containment of the "wild" heaii of an intractable colonial landscape. The European 
reader is enabled to feel more comfortable about living in New Zealand by Man Alone, 
virtually to be naturalised. At the same time, there is a disregard and distancing of 
Maori implicit in the text. 

The frontier masculinity inherent in Johnson's expedition and other exploits also 
ensured Man A/one's popularity during the 1950s and (more so in) the '60s, by which 
time there had been a widespread shift of men into family and urban situations (Phillips 
1987 265-66). Mulgan' s novel, like those of Crump (Sturm 610), epitomised nostalgia 
for the traditional New Zealand European (or Pakeha) male gender role, which involved 
the ideology of mateship and the domination of nature through physical prowess. Man 
A/one's implied reader is European, male and heterosexual (if only to prove a lack of 
homosexual inclination). Not only is such a perspective explicitly centred through 
particular narrative techniques, conceptions of femaleness and Maoriness work 
variously as metaphors for difference and discreteness. Thus, effectively, Pakeha 
women and men who identified as homosexual would have been excluded from the 
mythology of comfortable European situatedness in New Zealand signified by Man 
Alone. Or, if they engaged with this mythology, their femaleness o:r sexuality was 
problematic, something to be identified against. 

The application of theory in the following analysis of Man Alone is not simple and 
straightforward. I have chosen to work with not one but three theoretical models -
which can loosely be described as psychoanalytic, culturalist and feminist - in order to 
fully reconsider Man Alone. Each of these models is both liberating and limiting. My 
discussion will test these alternative models of criticism and assess how well and 
profitably they may be applied. Some correspondences occur between these 
approaches. There are also some differences which open up interesting areas for 
consideration, although they are not necessarily reconcilable. 
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A late colonial novel 
Literary discourse 
Man Alone has been "often regarded as New Zealand's first great novel" (Phillips 1996 
256). Back in 1965, Day observed that a "New Zealand novel which remains 
continuously in print for over fifteen years, which is read with avidity and approbation 
by sixth formers, and as a set text by university students is something of a rarity. Such 
a novel is John Mulgan's Man Alone" (15). Day's opinion validated that of James 
Be1tram, who had reviewed the book in 1940 Gust after it was first published), declaring 
that "Man Alone should be as significant for New Zealand today as Capricornia for 
Australia, or The Grapes of Wrath for modem America. It is that sort of book" (39). 
What is it that so impresses Bertram? He admires the adaptation of Hemingway's "bare 
realism," believes that Mulgan's "concern is to show things as they really are," and 
describes the "New Zealand scene and background of the novel" as "authentic" (Bertram 
39, 41). This perception of the novel as truthful is reinforced by Day's attribution to 
Mulgan of "observant detachment, [ ... ] absolutely faultless unsentimentality and 
scrupulous disinterestedness" (1965 16). Further, according to Day, Mulgan "sought to 
destroy the imperial myth and to discover the essential quality of the country [he] 
inhabited" (1968 120). 

More recently, Man Alone has been described as "cut[ting] through a prevalent 
sentimentality about both this country and Britain," with its "direct narrative and spare 
diction" (O'Sullivan 387). Lawrence Jones writes that, " [a]lthough only five years 
separate the publication of Alan Mulgan's Spur of Morning from his son John's Man 
Alone [ ... ],there is a great gap in attitude and mode: the one is the production of a Late 
Colonial sensibility; the other of a sensibility that has come to be termed 'Provincial' 
(152). For Mark Williams, too, Man Alone "is in part a rebuttal of [Mulgan's] father's 
complacent and colonialist picture of New Zealand" (1998 712). The novel has been 
more precisely categorised as a postcolonial text by Stuart Murray (1994 20, 1998 39). 
Yet, in my view, Man Alone is a late colonial text, given a definition of colonialism as 
"the conquest and direct control of other people's land" (Chisman and Williams 2). 

Social context 
Of course, New Zealand had been colonised by Britain for over one hundred years 
before Mulgan wrote his novel in the 1930s. Furthermore, Man Alone was not widely 
available in New Zealand until 1949 (Jones 157), and became immensely popular only 
in the early 1960s, as detailed above. It may be argued, however, that the 1930s social 
milieu influenced Mulgan's novel's initial presentation of Johnson in relation to the 
central North Island, the signifying of mastery over the recalcitrant colony. During the 
subsequent few decades, the depiction of the "taming" of the initially wild Rangipo 
desert and Kaimanawas is likely to have still struck a chord with readers with European 
origins or antecedents, especially as the prevalent perception that Britain was "Home" 
lasted until at least until the end of World War Two in 1945.1 

1 In the Second World War, according to Phillips "there was remarkably little opposition to conscription. 
Most people seemed ready to accept in public that New Zealanders should fight Britain's Imperial 
wars . [ ... ] Britain continued to come first" (1989 95). 
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In Man Alone, a new focus upon this wild landscape is precipitated by a crisis regarding 
settled land, a crisis which mirrors the social reality of the period between the two 
World Wars in which the novel is set. World War I "created a boom and rising 
employment" in New Zealand (Fairburn 187). The end of the war had two effects of 
paiticular relevance to a discussion of Man Alone as a cultural text. Firstly, the "boom 
peaked in 1920 with a frenzied burst of land speculation. This was fuelled by the 
massive injection of money into the uncontrolled land market by ex·-servicemen, 
spending their cheap government ' rehab' loans on the purchase of farms" (Fairburn 
187). By 1921 -2, however, "a third of the soldier settlers, unable to service their debts, 
and all too frequently settled on poor country or lacking farming experience, walked off 
the land" (Fairburn 187). There was, then, a widespread perception that much land 
effectively resisted commodification. 

Successful farmers were negatively affected by the ending "in mid-1920 of the 'War 
Commandeer' (the acquisition during the war of all New Zealand's export production 
by the British Government at fixed prices) and the crash of international commodity 
markets" (Fairburn 187). Then, heavy government borrowing for rural development in 
the early 1920s partly stimulated the economy, but another slump occurred in 1925-6 
(Fairburn 187). "By 1932 [ ... e ]xport prices had collapsed and unemployment had 
soared (Olssen 1996 211). New Zealand's role as "Britain's farm" was on hold and so, 
too, was the perception of the colony as a land of opportunity. 

Man Alone reflects this double-edged crisis with regard to farming. On one hand, some 
land's extreme unsuitability is highlighted at the beginning of the novel when Blakeway 
says, "pumice land - it's not farming land - it never was farming land. It's a hold-up, 
and God help the poor bastards who have to take it at that price and try and farm it" 
(11). Later, this situation is given a personal face. Thompson gets up every day at 
"five and earlier in summer" and works so hard that he does not have a "day off[ ... ] in a 
year and a half," but he cannot make a success of his farm (27, 28). As Scotty reports, 
Thompson's "farm wasn't no good. It'd break any man, it was poor country" (40). On 
the other hand, previously successful farmers in Man Alone are affected by the 
economic determinism of the Depression: "[p]rices began to fall in 1931. [ ... ] Farmers 
were doing their own milking, talking of mortgages and waiting for the stock-companies 
to foreclose" (40-3). It is significant that the Scottish Robertson, a laid off farm worker, 
says, '"I'd give a lot to get home again, and mind, it's the first time I ever thought that.' 
He had come out as a young man and worked all his life on a sheep farm in the South 
Island. It had taken a major depression to uproot him" to the North Island (49). Man 
Alone connotes a new unease about whether Europeans are meant to be in New Zealand. 

In New Zealand society, the land's dual resistance to successful farming raised the 
stakes in the colonial project during the 1920s and '30s. That is, the disruption of the 
established and comfortable relationship between settlers and colony created not only 
the need for a new figuring of this relationship, but also for a more intense and effective 
means of colonial control. Europeans needed to feel comfortable again, to feel that New 
Zealand (then largely conceived of as a material, geographical enti~y discrete to the 
settlers) could not, once more, rebel against them and throw the colonial project into 
question. In the past, Europeans' successful exploration of (what to them were) new 
lands_ - and the associated colonisation of indigenous peoples - had provided a very 
strong sense of mastery. That is, as Mary Louise Pratt observes, the "imperial 
metropolis tends to understand itself as determining the periphery (in the emanating 
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glow of the civilising mission[ ... ] for example") (6).1 It is not surprising, then, that Man 
Alone invokes this exploration model once it has become clear in the novel that farming 
has collapsed as a colonial enterprise. Johnson is figured as a successful latter-day 
explorer in his trek through the Kaimanawas. He symbolises a re-conquering of the 
colony. 

Reports of European exploration of the so-called New World - whether actual or 
fictional - traditionally occurred within a particular discourse, one which had its own 
conventions and underlying dynamics. A correspondence between imperialism and 
masculinism in such texts has been explicated by Christy Collis, Simon Ryan and Ross 
Gibson through the application of an aspect of psychoanalytic theory. Details of these 
three commentators' approaches and conclusions provide a context for a 
psychoanalytical reading of Man Alone. 

1 Pratt interrogates this dynamic, coining the term "'anti-conquest,' by which [she] refer[s] to the 
strategies of representation whereby European bourgeois subjects seek to secure their innocence in the 
same moment as they assert European hegemony" (7). 
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A psychoanalytic approach 
The psychoanalytic model can be employed usefully in interrogating the assumptions 
about sex and gender inherent in texts about exploration. However, such an approach 
also ultimately risks reinforcing a conception of gender as determined by sex and both as 
binaristic and hierarchical, as we shall see. 

Collis' essay, "Vertical Body/Horizontal World: Sir John Franklin and Fictions of 
Arctic Space," is concerned with the dynamics of texts dealing with historical imperial 
exploration of Canada. The Arctic was "uncharted and unread by European eyes" when 
Franklin captained two British ships in an expedition intent upon travelling into and 
through a supposed "North-West Passage" of the Arctic in 1845 (Collis 225-6). The 
"vast strangeness" of this unexplored region made the British uneasy, Collis reports, for 
it was "devoid of any familiar European referents" (225-6). The British attempt at 
physical and epistemological colonisation was, however, resisted by the Arctic, for 
Franklin's ships disappeared without trace, despite repeated attem]pts to find their 
remains. I Paradoxically, the anxiety engendered by this failure of imperialism has, 
Collis argues, been alleviated to some extent by imaginings of the "presence" of 
"Franklin" in the ice (233). 

Collis' argument is based upon her employment of a Freudian framework to interpret a 
variety of texts written about Franklin and his unsuccessful mission. In describing the 
"gendering of the Arctic" in these texts (which range from the 1850s to the present day), 
Collis notes "crude physical analogies," the sexed binarism of which visually reiterates 
the deeper imperial "discursive operation" of exploration (227). In short, she argues 
that Franklin's British corpse works as a fetish,2 the presence of which (somewhere in 
the ice) compensates for the phallus missing from the female Arctic's threatening 

l"By the mid 1850s there were seventeen ships searching for Franklin in the Arctic. Exorbitant 
monetary rewards were offered by the British government, the British Admiralty, and Lady Franklin 
to men who would enter the Arctic with finding Franklin as their guiding mission" (Collis 232). 

2The "fetish is a substitute for the woman's (the mother's) penis that the little boy once believed in and 
[ ... ]does not want to give up. [ ... T]he boy refused to take cognizance of the fact of his having 
perceived that a woman does not possess a penis. [ .. . T]hat could not be true: for ifa woman had been 
castrated, then his own possession of a penis was in danger; and against that there rose in rebellion 
the portion of his narcissism which Nature has, as a precaution, attached to that particular organ. [ ... ] 
Yes, in his mind the woman has got a penis, in spite of everything; but this penis is no longer the 
same as it was before. Something else has taken its place, has been appointed its substitute, as it 
were, and now inherits the interest which was formerly directed to its predecessor. But this interest 
suffers an extraordinary increase as well, because the horror of castration has set up a memorial to 
itself in the creation of this substitute. [ .. . ] We can now see what the fetish achieves and what it is 
that maintains it. It remains a token of triumph over the threat of castration and a protection against 
it" (Freud 1961 152-4). 

Writing much more recently than Freud, Elizabeth Grosz develops the concept of the fetish, 
explaining that, the boy "must disavow maternal castration if he is to protect himself against the 
possibility of his own castration. The fetish is his homage to the missing maternal phallus, his way 
of both preserving his belief in it and the same time accepting her castration and the possibility of his 
own [ ... ]. The fetish cannot simply be equivalent to the maternal or female penis, for it both affirms 
and denies women's castration. There is no symbolic equation between the fetish and the penis, 
because, as Lacan so cogently argues, the phallus is not the equivalent of the penis (this is why the 
mother's phallus is the most significant one in the child's erotic life). The relation between phallus 
and fetish is already entirely bound up with the order of signifiers. The penis (as real organ) can take 
the role of the phallus only because it is missing, that is, because women are castrated. (The two 
terms affirmed and denied as equivalent are both signifiers. At no point does the real enter the 
equation)" (105). 

30 



difference (Collis 232-3). Thus the Arctic is transformed from "a kmifyingly empty 
void" into something comprehensible and familiar, initially to Europeans and later to 
Euro-Canadians (Collis 233). 

An argument very similar to that of Collis is made by Ryan in his e:ssay, "Ludwig 
Leichhardt: Australia's Missing Penis." Leichhardt was an historical explorer who 
"disappeared, lost for over twenty years after attempting to cross Australia from east 
to west" (Ryan 241). Clearly, then, Australia was not perceived (from the European 
colonists' point of view) as physically dominated and epistemologically understood. 
Ryan observes that the "construction of Australia as an absence, and, in particular, a 
female absence, invites comparison with the Freudian fable of recognition and disavowal 
of the absence of the penis in the female" (239). He adds that, "in constructing the land 
as a specifically feminine emptiness, without a phallus in this analogy, the explorer 
immediately creates a castration threat," a threat which needs to be dealt with (Ryan 
239). 

According to Ryan, the "potentially emasculating other" can be controlled by "put[ting] 
the land to use" ( 240). However, this means of control fails in Man Alone, as noted 
above. Alternatively, a "fetish object" can "substitute for the missing penis, disguising 
its absence;" "[i]n the context of exploration, the fetish object would be that which 
' normalizes' Australia as a continent" (Ryan 241). Actual explorers, such as 
Leichhardt, found no such fetish in the vast and horizontal Australian desert; however, 
"[a]ll absences are filled" in the six novels about exploration (first published between 
1890 and 1906) discussed by Ryan in his essay (241 ). In J. F. Hogan's The Lost 
Explorer: An Australian Story (1890), for example, the explosion of"a giant volcan[o]" 
works to nullify female danger in the horizontal desert; that is, the fetishistic mountain 
transforms the landscape into a "phallic mother" (Ryan 245-6). This volcano 
corresponds with the temporarily compensatory fetish objects - "stone cairns [and] 
flags" - that Collis describes as "insist[ing], though often somewhat timorously, on the 
solidity of their legible presence, their phallic verticality in the unreadable horizontal 
world of Arctic lack" (229). 

Ryan adds that not all "ve1ticality should be read as male in [colonial Australian] 
novels" (245). He cites Laura Mulvey's explanation in "Visual Pleasure and Narrative 
Cinema" of a possibility (other than the substitution of the fetish) for escape from 
castration anxiety; that is, "preoccupation with the re-enactment of the original trauma 
(investigating the woman, demystifying her mystery)" (Mulvey 21). Some verticality 
can be read as female, then, as "the barrier to inspection, the female 'veil' that must be 
ripped away" in order for the landscape to be scrutinised by explorers' eyes" (Ryan 
245). In this sense, novels about exploration mirrored sentiments of actual explorers. 
For example, Charles Sturt, an explorer in the 1830s, wrote the following in his journal: 
"[a] veil hung over Central Australia that could neither be pierced or raised. Girt about 
by deserts, it almost appeared as if Nature had intentionally closed it upon civilised 
man" (89). Kay Schaffer comments that, for Sturt, "the land takes on the features of a 
veiled, seductive, exotic, unknown, but desired maiden" (60). In quoting Sturt, Gibson 
notes that in "a masculinist orthodoxy such as the explorer's code the geographical 
space is in place to be possessed, to be entered and incorporated by the hero" (1992 
89). For British settlers, the Australian "continent could not be addressed and made 
sensible until ["unwrought Nature"] was incorporated into Culture'' (Gibson 1992 87). 
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Gibson goes on to relate the dynamics underlying historical European exploration to the 
"actions and motivations" of more modern explorers who, although they appear "in 
different guises," are often similar to historical explorers (1992 90). Australian 
"landscape is still seductive for men of action with the right stuff for the contest. The 
choreography of moves in the sexual orientation of a nationalist culture follow many of 
the same patterns" (Gibson 1992 90). Clearly, the psychoanalytic model can be 
usefully applied to the trope of exploration in Canadian and Australian colonial and 
nationalist texts. How useful is it in a New Zealand context, more particularly with 
regard to Man Alone and Johnson, who can be read as a modern explorer? 

New Zealand's geographical shape and landscape is, of course, very different to that of 
the Arctic and Australia dealt with by Collis, Ryan and Gibson. Obviously, Man 
Alane's Johnson is not an European explorer in the mould ofLeichhardt or Franklin. 
However, it is emphasised early in Man Alone that Johnson is an "Englishman" who 
emigrates to New Zealand (10). Moreover, the story is told only from his third-person 
point of view, "although there is a first person frame nanative" (Jones 171). The 
anonymous New Zealand soldier who relays Johnson's tale works solely as a bridge for 
European readers living in New Zealand into a story about an new-comer in their 
colony; the narrator makes no comment, nor is his presence evident beyond the 
introduction and epilogue. The only perspective in the body of the novel, then, is that 
of an outsider, someone unfamiliar with the social and geographical tenain. Johnson 
works as a lens through which the unsympathetic if not hostile colony of New Zealand 
is viewed and conveyed to Europeans, those living here and those living in England, 
where the novel was first published.I Most importantly, though, Johnson's 
Englishness is pivotal in the reconquering of the colony signified by Man Alone. 

Accordingly, there is a further and significant difference between Johnson and European 
characters who are established in New Zealand. Gibson observes that colonial 
landscape is perceived as "attractive" within "a masculinist orthodoxy such as the 
explorers' code" (1992 89); Johnson shares this perception. Day notes, less 
specifically, that Johnson is set apart from other European charack~rs by his attitude to 
the landscape (66). When he first sees Mount Ruapehu, for example, he comments, 
"[i]t' s a bloody marvellous country [ ... ]I wouldn't mind climbing that mountain there" 
and Scotty replies, "[t]hat' s a daft idea" (25-6). Similarly, when Johnson - "fascinated" 
by Mount Ruapehu - asks Stenning, "[ d]id you ever climb that mountain?" the response 
is, "God no, now what would I be doing that for?" (89). Johnson's unusual urge to 
investigate New Zealand foreshadows his journey into unsettled landscape, into the 
colony's interior, even if this journey is not wholly a matter of choice for him. 

The sharp division between settled and unsettled land in Man Alone emphasises the 
strangeness of what is depicted as the colony's wild interior. The significance of the 
interior is gradually - but insistently - drawn to the reader's attention; Mount Ruapehu 
"seems to move closer each of the seven times it appears in the book," as Patrick Evans 
observes ( 1990b 131 ). This intensifying presence reaches its penultimate high point at 
"Oakune" (69), on the edge of settlement: "Ruapehu [ .. . ]rose up, nine thousand feet 
high, above the little township [ .. . ]. Below the snow-line came dark bush that ran down 
steeply to the edge of the town" (5). Mount Ruapehu's domination of the landscape is 
even further intensified when Johnson gets to Stenning's farm, out from Oakune: "he 

1 The letter written by Robertson, a Scotsman, has the same effect (81-2). 
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had seen the mountain before, but never at such close quarters as it was now in this part 
of the world" (79). While Day observes "menace" in the description of Ruapehu here 
(69), the mountain is also described with words that suggest danger and mystery; that 
is, the "glaciers rose up red and bloody to the peaks, that were clear against the sky, and 
below them was the dark line of bush and the shadow of the foot hills" (79). At this 
point in the novel, Johnson is faced with the existence of an intimidating and wild 
landscape. It is, literally, over the fence. 

At this point I will depart further from Day's reading, his statement that "anyone who 
knows New Zealand well would agree with the objectivity of this casual account of the 
physical feel of the country in the thirties. Gentle, sleepy, raw, ugly, beautiful, harsh, 
empty, the land wears all these faces. In his deceptively offhand way Mulgan has 
managed a remarkably full and a completely truthful account" (1965 21 ). It could be 
argued, instead, that Man Alane's representation of Johnson's experience in the bush is 
ideologically driven - supporting a particular understanding of masculinity - rather than 
any kind of "truth." 

It could be argued that the strangeness of this wild landscape to Johnson is established 
and exacerbated by the similarity of the Kaimanawas (the mountain ranges adjacent to 
Ruapehu) to a female. The description of Johnson as "surrounded and drowned in the 
hills and bush, safe and alone and submerged" can be read as part of a significant and 
complex depiction of the Kaimanawas as maternal (139). His perception of his 
situation in the bush concurs with the Freudian pre-Oedipal infant's experience of 
existence, of being merged with the mother. Freud states that "there arises at birth an 
instinct to return to the intra-uterine life that has been abandoned - an instinct to sleep. 
Sleep is a return of this kind to the womb" (1969 27). Johnson's regression to this 
foetus-like existence is fu1iher evident when "he found himself now accepting the 
discomforts that had at first disturbed him and in a way interested him, so that he would 
sit for hours by the smoking fire outside his cave in dreams that were half sleep, and 
then even to go and hunt birds was an effort to him" (142). Here he is well on the way 
to being pe1manently absorbed into the bush (into the primal mother) at this stage, like 
the two "college boys" who disappear and are "never found" (153). This merging of 
Johnson with the bush is reinforced by a report that he "watched the moons go by" 
(142), having "lost all real count of time" (141). The eminence of the moon's cycle 
works to reinforce the bush as "unwrought" nature (in this situation l ), in an implied 
opposition to the logical and mathematical measuring of time in a "civilised" arena. In 
this reading, the moon's predominance intensifies the association of the Kaimanawas 
with the similarly cyclic, menstruating female body. Thus, Johnson is different from 
Ryan's, Gibson's and Collis' explorers, who figure themselves (or are figured) as 
already positioned in the symbolic order, having recognised and become anxious about 
the mother's genital difference and what it represents. 

Reading the Kaimanawas as a female entity subsuming Johnson follows Kay Schaffer's 
description of "a powerful fantasy" in the Australian cultural tradiltion, "the power of 
the bush, like the fantasy of the primal mother, to suck up its inhabitants, assimilating 
them into its contours and robbing them of a separate identity" (1988 52). Moreover, 

l Julia Kristeva defines cyclic time as different to "the time of linear history, or cursive time" and points 
out that, despite the association of cyclical time with the maternal, it is not necessarily exclusively 
associated with women (189, 192). 
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she makes the point that this fantasy "is one of the ways in which the feminine is 
present in the bush tradition - not necessarily in actual figures of women inhabiting the 
bush, but in responses to the bush itself' (Schaffer 1988 52). In other words, 
dichotomies of sex and gender have been constructed and used by colonists as means of 
making sense of what they perceive to be the opposition between themselves and the 
colony. 

While the colonist's sense of being overwhelmed and merged with the all powerful 
colony, with the mother, is one response to this situation, another is couched in terms 
of the same opposition, but with the colonist as victorious; that is, the "landscape 
provides a feminine other against which the bushman-as-hero is constructed" (Schaffer 
1988 52). It could be argued that Man A/one's manifestation of both of these scenarios 
is responsible for what Phillips, Perry, and Sinclair describe as its canonical status in the 
New Zealand cultural tradition (1987 256, 133, 329), for the subsuming of Johnson by 
the bush compounds the sense of mastery over the colony signified when, 
subsequently, he conquers it. 

The construction of Johnson's heroic conquest of the wild landscape begins during his 
trek through the Rangipo desert (as fully discussed below). It contilnues in the 
Kaimanawas episode, only after he is well established as merged with the bush there. In 
this reading, there is a turning point when Johnson leaves the cave " in a fury with 
himself' ( 142), asserting his independence of the primal mother; it is reported that he 
now "hated the heavy silence of the bush and the dense obstructions that it offered to 
him, where before he had welcomed it as a sanctuary" (144). In terms of Johnson's 
psyche, his departure from the cave corresponds with two Freudian stages of the infant 
boy's separation from the mother. 

The first is the splitting of consciousness in the development of the ego; 1 one aspect of 
Johnson's psyche gains control over another. The second is the infant boy's 
recognition of the absence of the penis from the female, his new perception of the 
female body as different to his own. From the point at which Johnson leaves the cave, 
the Kaimanawas can be read as presenting opposition to him, as threatening 
"castration." 

Two means ofresolving the threat of castration can be observed in Man Alone. Firstly, 
there is (to reiterate Mulvey's words) a sub-textual "preoccupation with the re
enactment of the original trauma (investigating the woman, demystifying her mystery)" 
(21). Johnson's inability to scrutinise and comprehend the mysterious Kaimanawas is 
repeatedly noted: 

1 At first, according to Freud, an infant experiences only instincts. These instincts fill what Freud terms 
the "id": "[i]f the id's instinctual demands meet with no satisfaction, intolerable conditions arise. 
Experience soon shows that these situations of satisfaction can only be established with the help of 
the external world. At that point the portion of the id which is directed towards the external world -
the ego - begins to function . [ .. . ] It is the task of the ego to guard against such mishaps, to mediate 
between the claims of the id and the objections of the external world. It carries on its activity in two 
directions. On the one hand, it observes the external world with the help of its sense-organ, the 
system of consciousness, so as to catch the favourable moment for harmless satisfaction; and on the 
other hand it influences the id, brindles its 'passions', induces its instincts to postpone their 
satisfaction, and indeed, if the necessity is recognized, to modify its aims, or, in return for some 
compensation, to give them up" (Freud 1986 21-2). 
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[j]ourneying in the darkness of the bush he could not tell what progress he 
was making and seldom the direction that he travelled. [ ... ]He told himself 
that the hills must end, but each day showed him a new curve in their line 
against the sky. [ ... ] To have had some opening as a goal in front of him 
would have made the strnggle possible. The continual sightless darkness of 
the bush was like a nightmare (143-6). 

However, once the bush clad region is well established as mysterious and impenetrable, 
the "veil" is lifted: "a watery sun" shines through the "mist" for a "brief moment," 
"catching the same endless line of the ridge on the far side of the valley and nothing 
beyond that he could see. But his eye caught then, [ ... ]the tin roof of a hut" (146). 
Then the Kaimanawas' impenetrability is reasserted and intensified by the hour and 
weather: "the full pitch blackness of night was really around him and the rain still falling 
steadily" (148). Subsequent pushings aside of what can be read as the obscuring veil 
occur, though, when Johnson stumbles into two culturally produced "clearing[ s ]," a 
"track" and then the cleared area around the "hut" (148, 149). In terms of this 
psychoanalytical reading, Bill Crawley and his hut work together as a fetish, phallicising 
the metaphorically female Kaimanawas. In other words, Johnson's discovery of hut 
and Crawley disavows the threat (of castration) posed to him by the Kaimanawas. 

It needs to be remembered here that Man Alone is narrated via Johnson's English 
immigrant point of view. Although Crawley has lived in the bush for "a fair number of 
years," he is introduced into the world of the novel only at the point at which Johnson 
meets him (154). Given the ways in which readers are guided to identify with Johnson 
(discussed fully below), they also gain a new sense of relief from thie Kaimanawas' alien 
nature by "meeting" Crawley. That is, he and his hut also work as a fetish in the 
reader' s mind, on the level of second-order meaning. 

For the reader, though, Crawley's effectiveness as a fetish is limited, for his hut is 
situated just "thirty miles" from the nearest farmed land (153). Thi;: reader is told that 
this mountain range stretches for "a hundred miles" (130); hence, Crawley signifies an 
only partial disavowal of the Kaimanawas' threatening difference. Johnson, on the 
other hand, penetrates the story's unsettled wild heart of the island. Indeed, it is 
specifically pointed out that - in the story - he is the first person to cross the 
Kaimanawas from one side of the country to the other; I Crawley says, "I never heard of 
anyone doing that, not all the time I been here" (152), and he has lived in his hut since 
the "Great War," the first World War (154). Thus, Johnson also works as a fetish in the 
reader's mind, signifying the possession and incorporation of what Man Alone presents 
as the originally alien and wild landscape. He recapitulates and ext1;:nds Crawley's 
actions. 

As is evident in the above discussion, the application of aspects of psychoanalytic 
theory to the exploration element of Man Alone is fruitful. The precedent set by Ryan, 
Collis and Gibson has usefully enabled me to observe and detail the novel's internal 
replication of the Freudian model of a hierarchical binary of sex and the compensatory 
fetish. However, although both Collis and Ryan themselves briefly acknowledge that a 

lMan A/one's Eurocentrism is evident here. 
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hierarchical binarism of sex is only a discourse, I they run the risk of implicitly 
reinforcing an essentialistic masculinism in their analysis, of reflecting in their critical 
reading method the values of what is being read. Ultimately, Collis' and Ryan's essays 
implicitly construct their ideal reader as a heterosexual male, leaving little or no room for 
those who do not fit this description to identify with the mythologies of cultural 
situatedness they discuss. How can someone - emphatically constructed as a "woman" 
in the social milieu in which she lives - engage with (an analysis of) a nationalist 
mythology which presents femaleness as something discrete, alien and needing to be 
transformed in order to be acceptable? 

Gibson provides a way around this problem, although he runs the same risk as Collis 
and Ryan (of implicitly reinforcing masculinist essentialism) in "Geography and 
Gender," the essay cited above. He takes a different approach in another work which 
also deals with the relationship between Anglo-Australians and the Australian 
landscape. 

I Ryan notes that " [t]he problem with a Freudian analysis here is that Freud himself saw the female 
physiology as a 'lack.' The description of Jack in the case of the Australian ]landscape is of course a 
cultural construction, not something that is 'real,' as indeed the construction of genital difference in 
terms of Jack is also a cultural practice, rather than a description of the real (239). In a similar vein, 
Collis observes that "[b ]ecause gender [what I term "sex"] is a strategy - a discursive system 
embedded in the imperial machinery of domination - reading gender becomes a useful category of 
strategic and textual analysis, and as a means by which to read the imperial fictions of power 
relations" (228). 
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A culturalist approach 
The films Gibson deals with in "Camera Natura: Landscape in Australian Feature 
Films" (1993) occur within a very different social context from the historical explorers' 
journals he discusses in "Geography and Gender." Yet he is concerned with the same 
issue, the tension between a "speciously indomitable country" and the need for the (at 
least apparent) domestication and rendering safe of geography for "human manipulation 
and consumption" (1993 211, 213). This time Gibson eschews the theoretical 
framework of a binarism of sex, preferring to take a semiotic approach. He describes 
"the Australian landscape [as] shimmer[ing] in the collective consciousness as a mirage
like environment phasing in and out as sign" (1993 213). In many films of the 1980s, 
Gibson observes, "the continent still stretches out as the text of some divine and 
immanent (as opposed to social and arbitrary) system of native, Australian meaning" 
(1993 213). The point Gibson is making here is that, in such texts, landscape "stands as 
something other than simple description; it has been transmuted into an element of 
myth, into a sign of supra-social Australian-ness" (1993 214). 

A very similar point is made by Claudia Bell regarding New Zealand landscape. She 
cites Barthes' Mythologies to explain that 

simple 'myths ' function as systems of communication, containing meaning, 
concept and sign. A myth can be a 'whole new history', a handy distortion 
serving ideological purposes [Barthes 143]. In New Zealand we can see that 
nature and landscape have become a powerful identity 'myth"' (Bell 48). 

For example, in a chapter entitled "Clean, Green and Beautiful - the Nature Myth," Bell 
focuses briefly upon colonisation and concludes that settlers' shared experience of 
taming an unsympathetic physical environment "contributed to the development of a 
sense of national pride, and nationhood" (36-7). Moreover, the "New Zealander was 
not defined as an intellectual, or by spiritual or political characteristics, but by the 
physical and the masculine: man against the elements, man transforming nature into 
nation" (Bell 3 7, Phillips 1987 24 ). In other words, the conquering of nature signifies 
the success of the colonial project in New Zealand, a mythology effectively reinforced 
by Man Alone. 

Day notes that the "account of Johnson's months in the bush" involves feelings "the 
same as the pioneers felt, only with Johnson they are raised to a higher power. The 
whole passage is a paradigm of the way of the land with the human intruder" (1968 
115). In developing and interrogating Day's point, I will follow Bell's and Gibson's 
example of considering landscape as sign, firstly with regard to Johnson's journey from 
the edge of the bush through the Rangipo desert to the beginning of the Kaimanawas. A 
dichotomy of civilisation and nature is established by the location of Stenning' s farm on 
the very edge of settlement, as noted above. The central North Island landscape over 
the fence is described as "bush country, where for a hundred miles no one lived or 
travelled, where there were no paths nor animals except birds, but only high bush-hills 
and rivers" (130); " [Johnson] knew it as a lost part of the country and unknown except 
to odd prospectors who went into it sometimes" (131 ). Although these two 
descriptions may appear contradictory, both can stand, assuming that prospectors do 
not travel for a hundred miles. The absence of people heightens th1~ presence of 
"nature," can be read as implicitly constructing and reinforcing a binary opposition of 
"civilisation" and "nature." 
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An element of intense menace and danger is added to the pole of "nature" by a further, 
more specific, description, one which, given its implications, is worthy of lengthy 
quotation: 

the Rangipo desert, the waste area where long before the volcanoes of the 
mountain had burned and embedded the forests, and the loose volcanic sand, 
played on by years of driving winds, had given no home for anything to 
grow. It was a legend-haunted country, dreaded by the Maoris. He could 
remember them telling him how long ago the first natives of the country had 
been driven down here by invaders to die and after that there were stories of 
Maori tribes caught by snow and starved to death in these same deserts. 
There had been times when the desert held packs of savage and wandering 
dogs until they too, died away in that lifeless area, and it was left as barren 
and desolate as ever. As he went blindly forward[ ... ] he came at length to 
what he knew must be the heart of it all. Onetapu, the place of the shivering 
sands. And there he seemed to caught in something that was wild and 
furious and stronger than himself (135-6). 

This landscape's qualities and significance are exacerbated by the weight and scope of 
history inherent in its description. Further, the association of moa hunters I and tribal 
Maori with the Rangipo dese11 has the effect of increasing the foreignness of this place 
to Johnson, as well as for European readers, those in New Zealand as well as overseas. 
Johnson's successful trek through the Rangipo desert marks him as very tough in 
contrast to the moa hunters and Maori: "he went on until he came out of the sand" 
(137). On a wider scale, and on the level of second-order meaning, European mastery is 
established over a place which earlier settler cultures are depicted as failing to conquer. 
Such mastery is intensified by Man Alane's description of the Rangipo desert as 
providing "no home for anything to grow" (135). Thus, it can be observed, Johnson's 
"conquest" of this desert also has the effect of diminishing the power of an environment 
hostile not only to people, but also to colonial commodification. 

In this reading, the significance of Johnson's successful trek is heightened by Man 
Alane's figuring of the centre of the North Island area as representative of the whole of 
New Zealand. The positioning of the South Island as the North Islland's unimportant 
adjunct is exemplified by reference to "Palmerston" as "a long way to the south" of 
"Auckland," with no discrimination between (the referred to) Palmerston North and the 
original Palmerston in Otago, near the bottom of the South Island (66, 65). There are 
only two brief mentions of the South Island; as the far away place from which 
Robertson has been "uproot[ ed]" - as a geographical reflection of the huge social 
upheaval of the "major depression" ( 49) - and in the report that Johnson and Scotty 
"crossed over to the South Island, picked fruit and hoed tobacco through the summer, 
then went on the railway again in from Nelson and lived easy on public works. By 
autumn they were coming back again through the Wairarapa" (40). This couching of the 
South Island in terms of already culturally mediated and commodified land - of 

1 Elizabeth and Harry Orsman state that the term Moriori was "[t]ormerly misapplied to the earliest 
migrants to New Zealand, who were variously described as 'pre-fleet' or 'Melanesian', and were 
thought to have been pmt of a separate 'pre-Maori' migration, but are now recognised as part of the 
general early Polynesian migration; also to their culture, now often labelled moa hunter" (172). 
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"tobacco" and "sheep farm(s)," orchards and "the railway" - means that it is not 
presented as alien and threatening to European settlers and immigrants ( 40). 
Effectively, then, the novel is focused upon representing the centre of the North Island 
as the wild and dangerous core of "New Zealand." It can be observed that the general 
intractability of the colony is signified by this intense particularity .1 

What, then, should I make of the actual existence of Mount Ruapehu, the Rangipo 
desert and the Kaimanawas with regard to Man Alane's cultural significance? Gibson 
gives me some guidance when he ironically observes (with regard to Australian film) that 
the geographical "setting is definitive Australia; therefore the actions and emotions 
elicited by such a setting must also be definitive. [ ... I]t would appear to be common 
sense" (1993 74-5). The connotations of Johnson's conquest of the centre of the North 
Island - of New Zealand - are lent veracity by the truth-value of the setting, at least 
superficially.2 As Paul Carter points out, however, the conception of colonial 
landscape as empty of cultural meaning is a Eurocentric one (3): "the novelty of the 
country is not a property of the place, but a description of how it is seen" (5). 

This certainly is the case in terms of Man Alone and its second-order meaning of colonial 
conquest. The portrayal of the Rangipo desert in Mulgan's novel differs from a Maori 
historian's account of the same place. Although John Te H. Grace reports that "Taka" 
(from the "Mataatua canoe" of the "Great Migration to New Zealand during the 
fomieenth century") perished while crossing the Rangipo desert, he also writes of 
Maori generally travelling through this desert, although it was "dreaded" and "[t]hose 
that passed through wore wreaths made of large leaves to confine their view to the track 
and to shield from their gaze the mountains of the gods" (90-4, 63). That is, successful 
cultural mediation and traverse of the desert by Maori is indicated by the presence of 
this "track" through the desert. Man A/one's depiction of Johnson as the first person to 
survive the Rangipo desert is constructed within a European context of encounter and 
conquest of the colony. I am not implying here that novelists should not be free to 
create stories as they wish. Rather, I am pointing out how apparent "fact" is 
(consciously or unconsciously) manipulated in Man Alone, the effect of which is a 
mythology of complete colonisation. 3 

!This reading of Man Alone contradicts the "South Island Myth," the notion prevalent in the 1930s and 
'40s that the South Island was empty of people and full of Primitive Nature and focused upon "the 
brooding presence of the land and its potential as an authorising spirit for art," which Evans describes 
as "attributed by [Allen] Curnow to Keith Sinclair's Hist0ty of New Zealand (1990 94). 

2Man Alone is set in many other real places; for example, "Auckland" (7), "Hamilton" (25) and "Oakune" 
(69). Furthermore, the rural environment is often represented in ways which tally with the experience 
of many New Zealand readers, both in reality and from the traditionally ubiquitous pictorial landscape 
calendars; for example, "Ruapehu was dazzling white" (45), "dairy flats ran in from the banks of the 
dark Waikato" (18), and "the fine river sand was warm and soft, and the rive1r looked cool and green 
going by" (108). The novel's veracity regarding the New Zealand environment strongly encourages 
the acceptance of fictional aspects of its geographical settings and the implication of these. This 
effect was intensified by Man A/one's social settings; no doubt the Depression and the Queen Street 
riots of the 1930s featured largely in the memories of New Zealand readers through to the 1960s, 
through re-telling by parents and other elders if not from personal experience. 

3 Another good example of such manipulation in Man Alone is the description of the desert as holding 
"packs of savage and wandering dogs until they, too, died away in that lifeless area" (136). This 
description contradicts Grace's observation that such dogs "were there in great numbers, and were a 
menace, when the [European] sheep-owners arrived" (523). It suits Man A/one's preoccupation with a 
dangerous and hostile colonial landscape to have the dogs succumb to the harshness of their 
environment, rather than to the farmers' guns ofreality. 
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The means to take this reading further is provided by Carter's definition of "the 
phenomenon of space as an infinity of directions" (16). He writes intriguingly of 
European explorers' colonisation of space, observing that the task of these explorers "is 
to draw the line for the first time, to give space a narrative form and hence the 
possibility of a future history [ .. .]. In this sense, writing up their journeys, they redrew 
symbolically a line already drawn: they lent their spatial experience narrative form" 
(Carter 23). That is to say, the historical explorers' "struggle [was] to name space, to 
speak it as place" (Carter 23). Johnson has the same struggle, as is evident when the 
stakes are raised by his entry into the Kaimanawas. 

There is a significant contrast between Johnson's experience of the Kaimanawas and 
that of the landscape he initially escapes into, Ruapehu's lower slopes and the Rangipo 
desert. That is, at the beginning of his journey, he finds a "bush-track," "the coach 
road,'' and clear landmarks, such as "the sharp peak they called Girdlestone" and 
"Onetapu" (131, 137, 134, 136). Such evidence of human mediation, of prior travel and 
naming, marks this part of the environment as place. Johnson then becomes enclosed 
by space, by (in Carter's terms) an infinity of directions when he enters the 
Kaimanawas. There are no tracks or named landmarks here, no prior markers of cultural 
mediation for him to orient himself by. At first, Johnson has only "a general and limited 
sense of direction, but follow[s] the path of a bush creek" (139). Despite, 
subsequently, "follow[ing] a river," "he could not tell what progress he was making and 
seldom the direction that he travelled. [ .. . ]He wondered if he could be travelling south 
and not east" (143-4). Later still, "he knew, with a sick feeling of failure, that he had 
lost the line which he had set for himself' (147). In making his way through this 
unmediated environment, Johnson is "draw[ing] the line for the first time," to use 
Carter' s phrase (23) through what the novel presents as the alien hc~art of the colony. 
The narrator's relaying of Johnson's successful journey through the Kaimanawas 
redraws this "line," transforming "space" into "place" for the reader by giving it 
narrative form. 

Once again, though, it can be noted that Man A/one's representation of the New Zealand 
landscape has an intrinsic Eurocentric bias. The depiction of the Kairnanawas as wild 
and uninhabited takes no account of the fact that this area is the tribal homeland ofNgati 
Tuwharetoa and Ngati Kahungunu (Kelly and Marshall 17). As Grace records, the 
Kaimanawas had been culturally mediated by Maori well before Man Alone was written: 
for example, "Kuha and his warriors[ ... ] carried [the head] with them to the Kaimanawa 
mountains. Kuha placed it on his eel-weir" (157). This event occurred in the period of 
"Traditional History to the End of the Seventeenth Century" (Grac1e 11). Man A/one's 
Eurocentrism is not unusual, given the social milieu in which the novel was produced. It 
is of interest, however, that the novel's mythology of a complete European cultural 
mediation of the colonial landscape is predicated upon the absence of Maori from what 
is depicted as the representative centre of "New Zealand." 

It is possible to observe that the distortion of "reality" by the agenda informing the 
novel is also evident with regard to Johnson, despite the opinions of earlier 
commentators. According to C. K. Stead, for example, Man Alone "is a product of the 
realism with which a whole generation of writers, here and abroad, were treating their 
experience" (1979 269). Day concurs with Stead effectively by arguing that "Mulgan 
has managed a remarkably full and completely truthful account" (70). Evans, however, 
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suggests that Man Alone is more "romance" than realism ( 1990a iv).. This "romance" is 
nowhere more evident than in Johnson's survival of a trek beginning in "May" and 
lasting several subsequent "winter months," through a hundred miles of wild, bush-clad 
mountain ranges and rivers with only a "knife, "a "blunt" "small chopper," a "small and 
light .22" "rifle," and as much "mixed flour and oatmeal as he can "carry easily" (131, 
139, 138, 131, 129). He also has "ungloved hands" and has "never been a good shot" 
(134, 141). His lack of bush-craft is emphasised; the two young trampers "weighed him 
up gravely while they followed him into the hut, ready to show respect to anyone that 
was familiar with the mountain. Johnson could not hold this line" (132). Further, "he 
guessed that someone who really knew the ways of the bush could have found [edible 
fem-roots], but he was unsuccessful himself' (141). These details build up a tension 
between the unlikelihood of Johnson's survival and his actual prowess. What is the 
point of creating this tension? 

As Gibson observes (in his discussion of Australian film), "[i]mplicitly, if it is taken as 
given that the society en masse cannot make a mark on the land, then the next most 
comfo1iing myth would have to be a story of heroic individualism;" that is, "humanism 
prevails" "[i]n the inhuman landscape" when "the laconic 'minimalist' hero hews a path 
for himself' (1992 73). He goes on to explain that the "heroes' persistence in the 
legendary setting persuades us that the land is habitable, but only by a very special 
breed of people; in mythic terms, therefore, the nation is feasible, but only as a 
collection of extraordinary individuals" (Gibson 1992 73). Gibson could as easily have 
been describing Man A/one's Johnson (and, to a lesser extent, Bill Crawley) as the 
Australian "heroes" he mentions, such as "Crocodile Dundee" (1992 73). Johnson's 
status as an extraordinary individual is confirmed by both the extent of the obstacles and 
his endurance in the bush. Crawley's report of the deaths of these two young trampers 
on the mountain range intensifies the untrained Johnson's achievement. Overall, his 
conquest of the Kaimanawas signifies connected foundational mythologies for Pakeha 
society, the association of New Zealandness with the ability to achieve incredible feats 
of physical prowess and skill, I as well as the complete cultural mediation of the natural 
New Zealand environment. 

Now that I have made this culturalist reading of aspects of Man Alone, a question 
remains about the scope of the mythologies signified by the novel. While Man Alane's 
ideal reader and myth consumer has an exclusively European perspective, they also need 
to be able to follow the novel's imperative to identify very closely with Johnson. This 
opportunity is not equally opened by the novel to all European (or Pakeha) readers, as 
is evident from an interrogation of the several literary techniques subtly employed to 
affect the reader's identification with Johnson. 

He is introduced by the narrator as a "medium-sized man, very brown, almost black 
from the sun, with a round, ordinaiy-looking face and a large mouth and strong teeth 
stained yellow with tobacco. He had fair hair[ ... ] and eyes that were either grey or 
green" (5). Nothing in this description marks him as significantly different from the 

1 This mythology has since been manifest in the same David and Goliath dynamics of, for example, the 
All Blacks' huge international success comparative to the size of the population - "in 1985 [sic] 
David Kirk led one of the greatest of All Black sides to win the fast Rugby World Cup (Bohan 114) 
- and in "New Zealand" winning the Americas Cup, in what "all but the most churlish recognise as 
KZ7's [sic] remarkable performance" (Peny 33). 
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very many New Zealand men who worked outdoors and smoked in the period from the 
1940s to the ' 60s. As he is not pmirayed as unusually big and strong, white-collar 
workers or those with an average physique are not precluded from easily imagining 
themselves in Johnson's place. His lack of bushcraft skills and experience extends his 
similarity to a large proportion of readers. 

On a more technical level, Johnson's story is relayed at second-hand, which means there 
is no participant observer in the action, no intrusive mediating "I." The associated 
absence of any further descriptions of Johnson from the point of view of a character in 
the story (except Rua very briefly) also eases the reader's smooth identification with 
him (the presence of such descriptions would remind the reader of Johnson's 
discreteness and, thus, interrupt the reader's participation by proxy in the story). 
Further, Johnson - the sole protagonist and second-hand storyteller - meets and leaves 
many characters, only re-connecting with Scotty, Petersen, Rua (and briefly) Mabel and 
her father. It is his point of view which anchors and unites the story, more or less 
forcing the reader to identify with him or to abandon the tale. I do not mean to imply 
that the reader is led to automatically agree with and admire everything Johnson does or 
says. Rather, the minimisation of boundaries between protagonist and reader leads the 
reader to identify with the mythologies signified by Man Alone through its protagonist. 
That is, if the reader is male. 

A f eminist approach 
Man Alane' s exclusively male narrative perspective problematises the female reader' s 
relationship with the novel and its second-order meanings. Anne French's comments 
about reading canonical poetry in the 1970sl are illuminating regarding this point: 

[o]ne of the things have to do when you're a woman student is read all these 
male poems - I mean poems by male poets about men and women doing 
things that you may not think men and women necessarily do. As though 
you're the male and not the female; always always always. And somehow 
you have to do this wonderful sort of somersault which most of the time I 
don't remember noticing I was doing because I don't think it was something 
we were allowed to mention (Wevers 1989 315). 

The same experience is described by Lee Edwards as "schizophrenic" (226) and by 
Fetterley as the "immasculation of women.[ ... ] Intellectually male, sexually female, one 
is in effect no one, nowhere, immasculated" (xx, xxii). Elaine Showalter explains more 
fully that, in reading masculinist texts, "[w]omen are estranged from their own 
experience and unable to perceive its shape and authenticity. [ ... T]hey are expected to 
identify as readers with a masculine experience and perspective, which is presented as 
the human one" (855). 

Edwards, Fetterley and Showalter wrote these statements in the 1970s, at the beginning 
of second-wave feminism, which was concerned with addressing the inequalities 
perpetrated by traditional masculinism, without questioning the very categories of sex 
and gender. My choice to consider Man Alone and its second-order meanings in terms 
of binaries of sex and gender is guided by the socially hegemonic understanding of sex 

I Andrew Mason describes French as graduating with a Master of Arts in 1979 (192) . 
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and gender in New Zealand up to and during the period in which the novel was most 
popular. 1 Showalter's, Edwards' and Fetterley's comments echo the experience of very 
many New Zealand women who are over thirty-five years old now in 2001 (French's 
and my own, to start with), women - people - that is, whose subjectivity was at least 
initially shaped by a society divided into two by both sex and gender. Accordingly, the 
female reader's identification with Johnson depends upon a denial of her own sex. A 
similar psychological somersault is necessary for her internalisation of the novel's 
second-order meanings, the mythologies of comfortable European situatedness in New 
Zealand and Pakeha tenacity and triumph over enormous odds. It could be argued that, 
overall, any compliant reader of Man Alone cannot escape being constructed within 
binarisms of sex and gender, due to the novel's own underlying biological determination 
of such dichotomies. 

1 Bev James and Kay Saville-Smith, writing in 1989, observe that "New Zealand is, what we term, a 
gendered culture (7). That is, a culture in which the intimate and structural t~xpressions of social life 
are divided according to gender. Notions of masculinity and femininity are a pervasive metaphor 
which shape not merely relations between the sexes, but are integral to the systematic maintenance of 
other structures of inequality as well" (7). Furthermore, McLennan, Ryan and Spoonley wrote in 
2000 that "[y ]oung women and men in New Zealand grow up expecting to become part of a 
heterosexual pair - and being female, in particular, used to mean both getting married and having 
children. While getting married may now not be part of the equation, there is still an expectation that 
women and men will become 'coupled' and that children will eventuate from that couple" (64). 
McLennan et al procede to question these "cultural expectations" (64). For full discussions of New 
Zealand society in these terms, see the following: James and Saville-Smith, Park, Phillips, Kedgley 
and chapter four of McLennan, Ryan and Spoonly. 
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Gender, sex and sexuality 
The male reader is effectively made subject to a particular construction of masculinity 
by the novel. That is, Man A/one' s implied reader is not only European (latterly 
Pakeha) and male, he also conforms to the particular beliefs about male and national 
identity prevalent until the 1960s, at least. James and Saville-Smith - writing decades on 
in the late 1980s and '90s - observe that "our society eulogizes masculinity to the point 
that it is almost synonymous with national identity" (64). While my focus so far has 
been upon Johnson in relation to the New Zealand environment, it now shifts to his 
relationships with other characters, although the two areas of concern are connected. It 
is in the area ofrelationships with others that JOhnson's own sense of ideal masculinity 
is apparent and conveyed to the reader. This masculinity is predicated upon the 
marginalisation of women. 

Homosociality 
Men Together would be a more appropriate title for much of Man Alone, for Johnson 
ve1y much prefers the company of men to that of women. Eve Kosofsky Sedgwick' s 
theorisation of "homosociality," as well as Phillips' definition and discussion of 
"mateship," will be applied to reveal that the novel is inherently masculinist and 
homophobic. In the above consideration of Johnson in relation to the New Zealand 
environment, I was concerned with implications about femaleness in the abstract; that 
is, regarding the generic female body as a sign. I am now concerned with the 
marginalisation - to a large extent - of female characters in the text, a necessary 
positioning for the operation of the ideologies of homosociality and mateship. My 
interest lies in the message this sends to female readers about themselves, as well as the 
constraints imposed upon the compliant male reader by the same masculinist ideologies. 

Sedgwick coins the term "homo social" to describe "social bonds be:tween persons of the 
same sex;" the term, she writes, "is a neologism, obviously formed by analogy with 
'homosexual,' and just as obviously meant to be distinguished from 'homosexual"' (1 ). 
Perceptions and manifestations of social bonds between men, and between women, vaiy 
over time and between social contexts, as Sedgwick points out; for example, male 
homosexuality was enmeshed with homosociality in Greek society, while the opposite 
is true in contempora1y Western societies (4-5). Thus she conclud1es that homosociality 
is socially constructed and variable (Sedgwick 3-5), or performative, to use Butler's 
term (1993 30). 

In a masculinist society, there are strong connections between male homosocial desire 
and social structures which "maintain[ ... ] and transmit[ ... ] patriarchal power" (Sedgwick 
25). One of these patriarchal structures is heterosexual marriage, an institution 
described by Gayle Rubin as "not inevitable [ ... ] but[ .. . ] the product of the specific 
social relations which organize it" (168). Rubin goes on to argue "that patriarchal 
heterosexuality can best be discussed in terms of one or another form of the traffic in 
women: it is the use of women as exchangeable, perhaps symbolic, property for the 
primaiy purpose of cementing the bonds of men with men" (174-80). Sedgwick 
paiticularises Rubin's argument and applies it to fictional texts. In a chapter entitled 
"Gender Asymmetry and Erotic Triangles," for example, she cites Rene Girard's 
insistence, in Deceit, Desire, and the Novel, "that, in any erotic rivalry, the bond that 
links the two rivals is as intense and potent as the bond that links either of the rivals to 
the beloved" (Sedgwick 21, Girard 1-53). There are two areas in Man Alone, then, to 
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which Sedgwick's theory can usefully be applied, the particular relationships between 
Johnson, Stenning and Rua, as well as the general figuring of homosexual desire with 
regard to homosocial desire. 

Johnson and Stenning have a homosocial relationship. As this is forged through their 
shared commitment to work, there is no need for them to literally exchange women to 
establish such a relationship. Their combined strength increases the psychological 
benefit each gains from the mission which gives their lives meaning: "[w]hat was real 
was the battle they were both fighting with the land they worked. So long as they could 
live there and were left alone, it was a battle that they could carry on, even while the 
world sank around them" (100). Stenning and Johnson are able to carry out this full
time farm work together because Rua (Stenning's wife) housekeeps for them both, albeit 
in a "slovenly and lazy" manner (105). It is in this sense that Stenning shares Rua with 
Johnson. The way in which patriarchal marriage enables and supports homosocial 
bonding is more readily evident when Stenning says, "[y ]ou ought to get married you 
know Johnson, if you're settling here. You'll want someone to keep your house if you 
get settled in across the river there" (104). That is, the shared farming empire planned 
by the two men I would rely upon female domestic labour, just as Stenning' s present 
farm does. Thus, it is not surprising that Stenning "never showed any tenderness 
towards [Rua, ... but] he did show[ ... ] a good deal of ownership" (92-3). Rua, like the 
cleared farm land, can be read as "owned" and worked by Stenning. She is an integral 
part of his economic unit. 

While Stenning and Johnson co-operate in terms of economics, they also - effectively -
compete in terms of sexuality. They, themselves, may not be involved in a conscious 
competition for Rua' s favours , but she sets them up as rivals by preferring Johnson to 
her husband. By having an affair with Rua, Johnson transgresses the social code and 
institution upon which homosocial relationships are built; that is, he fails to respect 
Stenning's economic possession of his wife. Correspondingly, at the point at which 
Johnson is seduced by Rua, he also loses sight of her and the farm as mere commodities. 
Instead, he finds them similarly attractive and appealing: "[t]he fine river sand was 
warm and soft, and the river looked cool and green going by. [ .. . ]The light brown of her 
body was very pure and natural looking and attractive with the water glistening on her 
clean shoulders' (108). However, Johnson fairly quickly reverts to his masculinist 
mindset: "[i]n t.he life which he had there now, with Stenning and the farm, he did not 
want to be disturbed by Rua, who did not matter to him at all " (110). In wanting "to 
talk things out with Stenning so that they could go on as before" (114), Johnson once 
again validates male homosociality, effectively positioning Rua as marginal. 

Whether Johnson means to or not, though, he dispossesses Stenning of his property, of 
a necessary part of his economic unit, when Rua decides to leave with Johnson and tells 
her husband so. It is indicative that Stenning, armed with a loaded gun, calls only 
"[c]ome on out, Johnson. I want you," although Rua is in the whare as well (121-2). 
With the argument presented as between the two men, Rua is positioned here simply as 
a cipher between them. Subsequently, in this reading, Johnson does penance for his 

lstenning said, " ' [y]ou undertake to stay on - that's the promise I want. I cut you in on a third share of 
whatever we make and in two or three years ' time I back you for one of these farms. It would make 
the hell and all of difference to have them both cleared and working. We could shift the stock about 
on them both.' [ ... ] ' It's a good offer,' Johnson said.[ .. . ] I'll take it"' (91). 
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transgression of the homosocial code, as much as for manslaughter, 1through the extreme 
hardship of his time in the bush, after which this crisis in homosocial relations is 
resolved. This resolution is discussed in the section below about mateship. 

In the meantime, I will turn to the other aspect of Sedgwick's theory of homosociality 
which is appropriate to a discussion of Man Alone - the relationship of homosexual 
desire to homosocial desire. A heterosexual/homosexual dichotomy has been hegemonic 
among European New Zealanders traditionally (McLennan, Ryan and Spoonly 64, 67). 
The taboo against homosexuality was "strong" in the predominantly male early colonial 
society (Phillips 1987 93). Further, in A Social Historical Overview: Male 
Homosexuality in New Zealand, Justin McNab comes to this conclusion: 

by 1964 [ .. . t]he influence of the medical model of homosexuality as a 
sickness and/or a crime and other ideas sunounding homosexuality brought 
by the colonists have taken firm root in the New Zealand state and its 
agencies including the judiciary, the armed forces and the penal service as 
well as finding ample expression in wider New Zealand society - and its 
institutions (63). 

Moreover, "[m]ale homosexual acts were only decriminalised in New Zealand in 1986. 
[ ... ] [I]n the 1990s the message remains unchallenged - the desired and 'normal' way to 
be male and female is to be heterosexual" (McLennan, Ryan and Spoonly 65-6). 

It is not surprising, then, that Man Alane's homosocial trope has a homophobic element. 
An incident is included which, it could be argued, has the specific effect of 
acknowledging and managing homosexual desire. Johnson meets Louis, an Italian sailor 
on the ship upon which he leaves New Zealand. At night, in the close quarters of the 
ship's bunkroom, Louis "took off his shirt, baring his arms and chest. Then he found a 
bottle in his kit and rubbed his chest and arms with oil so that the muscles glistened, 
standing out in the lamplight" (185). This is Johnson's own description (via the 
narrator), his observation of the magnificence of a well developed male body. The 
incident - and the point of view from which it is narrated - are parallel to the narrator's 
observation of Jack's similarly uncovered and lubricious torso in Frank Sargeson's "The 
Hole That Jack Dug" (1945): "Jack was in the hole with nothing on except his boots and 
his little tight pair of shorts. Jack is a big specimen of a bloke, he's very powerfully 
developed [ .. . ]. And that afternoon he was sweating so much he had a shine on as well" 
(243). There is a difference, however, in the outcome of the homoerotic subtexts of 
"The Hole That Jack Dug" and Man Alone. Sargeson's story leaves this subtext open, 
allowing the reader to perceive and, perhaps, celebrate male desire for men. 1 In Man 
Alone, in contrast, the homoerotic possibility is closed off once established, as is 
apparent when Louis touches Johnson the next day: "[y]ou can keep your hands off 
me" (188), says Johnson. In this reading, Louis works to prove th:at Johnson's 
preference for male company does not have an active homosexual corollary.2 

!For a full reading of the homoerotic subtext ofSargeson's "The Hole that Jack Dug" see Kai Jensen's 
essay, "Holes, Wholeness and Holiness in Frank Sargeson's Writing," Landfall 173 (Mar. 1990): 
32-44. 

2There is a similar situation in Sargeson's "That Summer." The cook - "a tonk all right, just a real old 
Auntie" - starts "pinching" the narrator's "backside" (177). The narrator does not like this. Even 
though it is clear that the narrator loves Terry in the way other men would love a wife, he cannot 
handle any sexual manifestation of Jove between men. 
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It cannot be a coincidence that the same dynamic underlies a much more explicit incident 
in McGee's Foreskin's Lament, which, like Man Alone, is both a canonical text in the 
New Zealand cultural tradition 1 and very much concerned with masculinity. In the 
exclusively male social context of a rugby changing shed, Clean and Irish harass Larry (a 
homosexual) by simulating anal intercourse with their clothes on. Then, "both dip their 
shorts/jock-strap to expose their penises to Larry" (McGee 31 ), presumably to prove 
that they are not aroused by their "performance" and, thus, are not sexually attracted to 
men themselves. Clean's and Irish's actions are more clearly informed by a 
homosexual/heterosexual dichotomy in their choice of song while naked together in the 
shower: 

IRISH: 
CLEAN: 
IRISH: 
CLEAN: 

Here's to the girl that I love best! 
I love her best when she's undressed! 
I'd fuck her sitting standing lying. 
Why, I'd even fuck her as she lay dying (McGee 36). 

That is, their focus upon sexual relations with women overtly points attention away 
from the possibility that these two men, naked and in close proximiity, may sexually 
desire each other. 

Less explicitly, in Man Alone, Johnson's and Stenning's shared sexual focus upon Rua 
points away from any male homosexual desire between them. Johnson does look 
appreciatively at Stenning's body, the "littleness" of which makes "the great thickness 
and strength of his forearms and legs" the more "striking" (74). Yet Johnson (as the 
reader's guide) considers Stenning's body in terms of utility rather than beauty or sex 
appeal; he "admired [Stenning's] great forearms and his skill with an axe, and the way he 
drove at the work in a fury of accomplishment" (89). Stenning's performance of work 
has turned his body into a machine, one primed to conquer the land; indeed, Evans 
observes that his name is that of a machine gun (1990b 128). It is interesting that the 
possibility of male beauty and homosexual desire is positioned away from Johnson and 
Stenning (and Johnson and Scotty), located offshore, so to speak, as manifest in an 
I tali an sailor with the attendant English stereotype of Latin heat and sensuality. This 
positioning reinforces a conception of homosexuality as external to Anglo-New Zealand 
men and their homosocial relcitionships. 

While Sedgwick's theory ofhomosociality has allowed us to explore Man Alane's 
figuring of the relationship between men's social and sexual desire, as well as the 
position of Rua within manifestations of masculinist ideologies, other aspects of the 
representation and significance of Rua are beyond the scope of Sedgwick's theory as an 
analytical tool. Rua's degree of primarily sexual agency is not contained by the 

1 According to David Carnegie, the "force of the first productions [of Foreskin's Lament] in 1980 and 
1981, just as the civil disruption of the Springbok tour was boiling over into the streets, lay in the 
extraordinary correspondence between the play's analysis of New Zealand society and the experience of 
the audience. Seldom has a play in New Zealand so clearly articulated a defining moment in the 
society" (Robinson and Wattie 185). Carnegie's point is reinforced by this comment by Perry: "[i]n 
1980/81, the force of Greg McGee' s play had at once depended upon and expressed the way 'rugby' 
and 'nation' could be seen as interchangeable terms. [ ... ]By 1986 the kind of difficulties involved in 
updating Foreskin's Lament seemed to be at one with the difficulties which faced rugby as a game. 
Neither could now credibly claim to cany the full weight of representing the cultural identity of a 
society undergoing change" (89). 
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homosocial structure represented by Johnson and Stenning or, indeed, by Man Alone 
itself, a point which will be developed below. Further, many relationships between 
male characters are not predicated upon the triangular relationship with a woman 
focused upon by Sedgwick. Consequently, I need to consider and employ New 
Zealand's traditional ideology of mateship to further elucidate the ideology of 
masculinity evident in the novel, as well as the book's significance in its particular socio
historic context. 

Mates/tip 
After detailing this ideology, I will trace the establishment of mateship in Man Alone, its 
disruption, re-establishment and disruption again before Johnson is finally located in a 
milieu of mateship in perpetuity. Mateship originated in New Zealand's colonial 
period, when men greatly outnumbered women (Phillips 1987 94). There was intense 
comradeship, dependence, protection and loyalty between men living and working 
together; class background was irrelevant in this "frontier masculinity" (Phillips 1987 
265, 27, 30). The associated ideologies of rugby and war cemented mateship over time 
as a hegemonic model for relationships between men (Phillips 1987 102-3, James and 
Saville-Smith 51 ). 

A partial shift occurred by 1920. Generally, from then until about 1950 there were two 
male types, "the respectable married man" and "the man who preferred his mates to his 
wife;" such ambivalence towards women was the result of a strong male culture in which 
boys and men "regarded friendship an undemanding carefree matter" (Phillips 1987 
258). It is explained by Phillips that, "[p]aradoxically, the public visibility of the male 
culture in the 1950s" was due in part to "men's growing involvement in family 
responsibilities," while a shift into "sedentary urban jobs" meant "men responded to 
models of frontier masculinity" (1987 265). Law, Campbell and Dolan concur with 
Phillips: " [t]he mythology of the frontier remained very, very powerful in New 
Zealand, right through until the 1960s; and we kidded ourselves that the myth was still 
true by weekend trips deer-stalking or by identifying with the All Blacks" (59). It is 
very likely that Man Alone held a double appeal to men whose lifestyle no longer fitted 
the traditional male gender role, for the novel is concerned with three major aspects of 
frontier masculinity: physical toughness, tenacity and triumph over great odds (in the 
form of nature), and mateship. 

My reading of Man Alone in terms of its trope of mateship is a development of Phillips' 
observation about the book's representation of "women and especially wives" as 
"disrupting[ ... ] mateship," "they threaten [Johnson's] safety, and mates protect him" 
(1987 255). Evans takes this point further, noting briefly that the representation of 
women in Mulgan's novel indicates a "fallen world [which] is redeemable, as Johnson 
slowly finds, only through attachment to other men, first en masse and then 
particularly, to Crawley" (1990b 131). It could be argued more fully, as I will proceed 
to do, that the collapse of mateship in Man Alone is caused by economics as well as 
women. 

The ideology of mateship frames the novel; during its beginning a "returning New 
Zealand soldier" befriends Johnson while they are waiting to disembark from the ship 
and takes him to a hotel where "other[ ... men] treated him as one of them and called him 
'chum' and each bought drinks in turn" (8, 10). It is significant that this returned soldier 
considers drinking with other men to be more important than his "wife and kids," who 
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have been waiting "three years" for him to return from the war (8). Johnson shares this 
man's view that women are simply not important, as is apparent when he leaves 
Blakeway's farm, "forg[etting] about Mabel," despite the fact that he has been going "to 
dances with [her, ... ] walked out with her and kissed her in the back of the car at dances" 
(24, 21). In comparison, he makes a conscious decision to move with Scotty and live 
with him on Thompson's farm for they are "mate[s ... who] work together" (23). The 
implication is that women may be useful, but they are not necessary, whereas mates are 
important. 

Man Alane's first crisis in mateship occurs on Thompson's farm, for he - a markedly 
psychologically disturbed man - does not accept Johnson and Scotty as equals, but, 
rather, "decide[s] to get any work out of them that he could" (27). While Thompson's 
attitude causes Johnson's departure from the farm, he is "sorry to leave" Scotty. His 
fondness is returned: "Scotty came down the track[ .. . ] liking [Johnson] as he said 
goodbye" (29). Clearly, Johnson is not incapable of forming reciprocally affectionate 
relationships, it is simply that men, rather than women, elicit such responses from him. 

This first crisis in mateship is easily resolved, for Johnson soon finds another mate, 
Petersen, captain of the coastal scow he works on next. Once again, Johnson prefers the 
company of a man to that of women; he "sit[s with Petersen on the deck of the boat] 
and smoke[s] and talk[s], though not much" in the evenings instead of going ashore to 
the "dance halls" and "Maori girls" like Tom, the ship's cook, and the "young men from 
the cruising yachts" (35). The end of this "good life" with Petersen is economically 
determined in 1930, when new roads mean the end of the river trade (37). Yet 
Johnson's and Petersen's mateship stands as an ideal model for the rest of the novel, as 
does the subsequent idyllic period Johnson spends working with Scotty again (also in 
1930), "on the railroads" for "wages" which make Scotty's "mouth water" (40). So far, 
in this reading, it is clear that men are mates when there is productive work for them to 
engage in, together, while treating each other as equals (even if they are not in terms of 
finance and capital assets) . 

Hence, the advent of the Depression in the early 1930s precipitates a far more serious 
crisis in mateship than the one on Thompson's farm. Johnson's attitude to work 
changes, even though he is still working with Scotty and other men: "it was the 
uselessness of the work which was wearying, rather than the work itself," he thinks 
(45). In contrast, he experiences a sense of "purpose" during the unemployed workers' 
march: "[h]e had lost the sense of waste and frustration that had been part of him. 
Instead he felt that he had a part in something" (53). This feeling is short-lived, 
however, as a riot starts and the crowd breaks up into "small groups of fighting, 
gesticulating people" (56) and "single men[ ... ] breaking and looting and no longer all 
together" (57). The extreme difference between this chaos and the marchers' initial 
unity emphasises the collapse of common purpose. This scene also communicates a 
breakdown in mateship on the widest possible social scale. I 

It could be observed that this most general breakdown in mateship is made particular in 
the interaction between Johnson and a tramp he encounters by chance in a railway 

1 The context, at this stage of the story, of a general and serious unease between men is reinforced by 
Robertson ' s letter (which arrives just after Johnson gets to Stenning's farm) : "[i]t was dead easy 
[before the Depression and the Queen Street riots, Robertson writes] to be a pal to everybody and to 
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carriage on his way out of Auckland. For example, while the tramp greets Johnson with 
"[b ]rother, you and I are brothers" and speaks of "Christ," he does "not offer" the 
bottle he drinks from (67-8). A condemnation of the tramp's attitude and actions is 
implicit in Johnson's likening of him to an "old and evil toad" (68). (The reader is led to 
discount Johnson's counter-selfishness in stealing the tramp's cap and scarf, as "he 
seemed[ ... ] to be well provided and well inured to small adversities" (69).) 
Significantly, this interaction takes place even as Johnson is retreating from the collapse 
of mateship in Auckland, as exemplified by the Queen Street riots: "[i]t's the towns 
that play hell with men," he says (83). In travelling even further, away from the tramp 
and his like, Johnson moves progressively towards the centre of the North Island (or of 
New Zealand as far as Man Alone is concerned); that is to say, the novel's narrative 
trajectory towards complete colonisation and the restitution of mateship work in 
tandem. 

Johnson's experience of Stenning and his farm move him a step closer but not to the 
point of fulfilment of the ideals of complete colonisation and mates:hip. As discussed 
above, Johnson finds meaning in sharing Stenning's physically but not economically 
successful battle against the land. Stenning, in contrast to Thompson, has a egalitarian 
attitude, as he treats Johnson "equally and fairly" (89). Yet, despite the fact that these 
two men have a productive common purpose in working together, their homosocial 
relationship does not conform completely to the ideology of mateship. There is no 
sense of affection and camaraderie between them (as there is between Johnson and 
Scotty, for example), for Stenning is "sullen" (88) and "never talked if he could help it" 
(92); "Johnson didn't like Stenning personally" (92) while he is reported as "liking" 
Scotty (29). It is best, then, to move on from Johnson's relationship with Stenning in 
this discussion of mateship, having noted that their final argument precipitates 
Johnson's retreat into the bush and at the same time - eventually - into the resolution of 
the prior series of breakdowns in mateship. 

What is the significance of the restoration of mateship at the conclusion of a journey 
which signifies the re-conquering of the recalcitrant colony of New Zealand? Frontier 
masculinity is exemplified in Crawley's attitudes and actions. Firstly he is a mate, in 
contrast to the tramp; the commonalty of old age works to accentuate these two 
characters' difference in attitudes and actions. Crawley epitomises the principles 
inherent in the teachings of "Christ" about the "brother[hood]" of men, falsely espoused 
by the tramp in the train (67). In fact, as an "old man [with] long white hair and a white 
beard," Crawley's appearance is reminiscent of the predominant notion and 
representation of the Christian God the Father (150). He easily accepts the certainly 
unexpected Johnson, saying, "[h]owdy, mate[ .. . ]. Come on in" (150). He also nurses 
Johnson, provides him with food, trousers, boots and tobacco as a matter of course, 
searches the store's newspapers for news of Johnson and helps him leave the bush 
undetected. What is more, Crawley's altruism towards a criminal is condoned when he 
says "[d]on't let them catch you[ ... ] It won't do the fellow you shot any good and 
you'll only be an expense to the Government" (162). Crawley's isolation from society 
has allowed him to remain untouched by the widespread social disruption to traditional 
mateship caused by the Depression. It is possible to observe that Crawley is an "old" 
colonial, a frontiersman left over from an earlier period in which Europeans lived at ease 

crack hearty up and down the country. [ ... ] It's a bit different now. You can see fellows looking at 
each other when you go about in town, thinking maybe which side are you on, you bastard" (83). 

50 



in the colony: "Old Bill Crawley would go off, as a rule, for most of the day. He walked 
the hills, sometimes looking for a bird or a wild pig. [ ... ] 'There's a lot of living in the 
bush if you care to look for it'," he says. At the same time, however, Crawley's great 
age and geographical remoteness underlines the unavailability of this life style for the 
"new" colonial: "[i]f you were my age, you'd like it," he tells Johnson. Accordingly, the 
plot takes Johnson - and the reader - away from Crawley, continuing his quest for a 
sustainable social milieu governed by mateship. 

He does not find this mateship on the English farm, where the men are notably divided 
by nationality and class: "the three Irishmen[ .. . ] did their own cooking and lived apart 
in an old caravan, not caring for friendship with Englishmen" (191). The farm owner's 
"eyes that met [Johnson's] were without hostility but without friendliness" (194). 
Johnson's unease about living and working on this farm, it could be argued, is also 
associated with women, although less explicitly: " [h]e was trying to work out a 
restlessness that would not leave him in peace. He was thinking of[ .. . ] Bill Jessup who 
would live and die there with his wife and his two daughters, growing up and marrying 
and living and dying there" (196). At this point, he also thinks longingly about 
exclusively male situations: "[t]here were memories of men he had known and liked, 
men, black and clay-stained on New Zealand roads, sweating on steamer decks, paint
blistered, dirty, and lice-ridden in the seamen's camp at Panama, tough, sceptical on 
New York docks" (196). Further, he thinks of men in these situations as "moving, 
making something together" (197). We are reminded here of the sense of purpose valued 
by Johnson in his work with Stenning, the united battle against a common enemy, the 
land. Accordingly, he chooses to join the international socialist volunteer corps, for the 
same dynamics underlie the corps' operation and aim. 

As Evans briefly outlines, the Spanish Civil War scenario which concludes Man Alone is 
a "comfort[ able]" one for Johnson, for his role and the enemy are clear-cut (1990b 131 ). 
A strong parallel exists between the international socialist volunteer corps and New 
Zealand frontier masculinity, a point also made by Phillips (1987 256). Mateship 
(including egalitarianism) is common to both; the man with "a university accent," the 
"Cockney," the Irish "O'Reilly" and Johnson are set to fight together (205-6). There 
ends the novel, except for the Epilogue. Mulgan could have demobilised his protagonist, 
logically returning him to the storytelling scene with the narrator in the cafe of the 
Introduction. Instead, he leaves Johnson with mates, working with equals for a common 
cause: '"[t]he boys like him,' they said. 'He's a good fellow. ' He didn't want to rise in 
the army or give orders"' (207). In the reader's mind, then, Johnson is situated with 
mates in perpetuity. Moreover, the actual Spanish civil war setting invests the ideology 
of mateship with the value of "truth." In other words, the Epilogm~ works like the 
phrase "and they all lived happily ever after" regarding a fairy tale, as an ending which 
validates the ethos which informs and contains the story. 

Where, then, does this exclusively male ending leave the novel's many female 
characters? Rua is the only one who leaves much of a lasting impression, yet others are 
mentioned. Crawley's "old woman" (or wife) "died" years ago (154). Other mates of 
Johnson are in a similar position; Jack O'Reilly's "wife's dead" and Petersen has been 
married "twice [ ... ]:the first wife had died and the other had disappeared" (204, 35). 
On one hand, the absence of wives allows these men to freely and unequivocally engage 
with other men. Yet why are these dead or estranged wives mentioned, making them 
curiously present in their absence? They work in the same way as Mabel (Johnson's 
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initial girlfriend), "Rose" (the prostitute) and the "wife" of the demobilised New 
Zealand soldier (14, 8). That is, their very brief inclusion works to deny the possibility 
of a homosexual element in mateship; that is, if the reader's understanding is governed 
by New Zealand's traditionally hegemonic heterosexual/homosexual dichotomy, as 
detailed above. 

Given this ideology, the general reader until the 1960s (Man Alane's heyday), at least, 
would expect the sexual orientation of a (once) married man to be towards women, and 
not towards men. Paradoxically, however, the novel's implicit yet strong disavowal of 
homosexuality in exclusively male situations also acknowledges and manages the 
possibility of such desire and practice. Man Alone is a homophobic text whether we 
look at it through the "lens" of Sedgwick's theory of homosociality or that of the 
traditional New Zealand ideology of mateship. In both of these readings, women are an 
essential means of defining male characters as heterosexual (even if they are not 
practising) or, more importantly, as not homosexual. 

Rua and her significance 
That said, Sedgwick's theory of homosociality and the ideology of mateship are not 
wholly adequate means for discussing Rua and her significance. She is not totally 
marginal to men, for she has a large degree of primarily sexual agency. It is curious that 
the threat Rua poses to patriarchal ideologies and institutions is tempered but not 
wholly contained in Man Alone. She is judged, presented with her behaviour in a 
negative light, but she is not "securely fictioned" 1 as completely "other" to Johnson, as 
confirming his masculinity through her discreteness and difference. Instead, in one 
sense, Rua works as a parallel figure to Louis, the homosexual Italian sailor, as a 
receptacle for Johnson's repressed and projected sexuality. The Maori Rua's ethnic 
difference from Johnson - like that of Louis - underlines their different positioning with 
regard to sexuality. Rua and Louis provide the means for the management of Johnson's 
sexuality, and its eventual elision so that he can live happily celibate in the exclusively 
male social milieu of the ending. 

Before I can read Rua "against the grain," a further strand has to be added to the aspects 
of Heath's and Kuhn's theory (already detailed in the Introduction), for Man Alane's 
representation of sexuality is connected with that of the relationship between "culture" 
and "nature." 

In her anthropological essay - "Is Female to Male as Nature is to Culture?" (1972) -
Sherry B. Ortner concerns herself with what she describes as the "universal fact of 
culturally attributed second-class status of woman in every society" ( 493). This 
second-class status, according to Ortner, "could be explained by postulating that women 
are seen as closer to nature than men, men being seen as more unequivocally occupying 
the high ground of culture" (504). Ortner's theory is not grounded im biological 
essentialism (495); rather, she argues that the alignment of women with nature results 
from the sum of the involvement of their physiology with reproduction, the social 
loading of women with child-rearing (including the domestication of "the crucial function 

1 In discussing sexuality "[f]rom the nineteenth century through psychoanalysis to the present day," Heath 
notes that "'the woman' confirms 'the man', giving a clarity of position, but then also projects an 
absolute otherness, different, in contradiction, potentially threatening - and which has thus, 
continually, to be made up, securely fictioned" (92). 
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of transforming animal-like infants into cultured beings"), and the socialisation of 
women "toward greater personalism and less mediated modes ofrelating" (505). 
Importantly, Ortner makes an observation which ties in with one of Gibson's points 
cited above - that the "very notion of nature is a cultural construct" (1993 75) - and goes 
further to observe that the "culture/nature distinction is itself a product of culture, 
culture being minimally defined as the transcendence, by means of systems of thought 
and technology, of the natural givens of existence" (504). 

Ortner notes a paradox also relevant to a consideration of Man Alane's Rua; woman's 
"'membership' and fully necessary participation in culture are recognized by culture 
and cannot be denied; thus she is seen to occupy an intermediate position between 
culture and nature" (505). The basis for this aspect of Ortner's argument is Claude 
Levi-Strauss' theory "that transforming the raw into the cooked may represent, in many 
systems of thought, the transition from nature to culture" (164). Hence, Ortner points 
out, "we have woman aligned with this important culturalizing process, which could 
easily place her in the category of culture, triumphing over nature" (502). Hence, 
woman can be simultaneously doubly positioned, as both participating in culture and as 
outside culture through her alignment with nature. 

This double positioning, it could be argued, is true of Rua. She is not engaged with 
Stenning and Johnson in clearing land for farming, the epitome of transforming nature to 
culture in the context of colonisation. Yet she cooks food ("burning" it), "milk[ s ]" and 
makes "butter" (92, 93 , 78). Although Rua only works in the cowshed when one of the 
men is unavailable, she participates more in culture than would a housewife completely 
contained within the domestic arena. However, while Rua participates in culture on an 
economic level (fulfilling her function as a wife), she is cast differently, as aligned with 
nature, in terms of sexuality. 

It is intriguing that she is characterised as sexually active and assertive, rather than 
simply objectified through the male gaze as would generally be expected in a masculinist 
text. At the point of her introduction to the reader, Sayers says, "[s]he was well known 
around here, she was" (76). This first impression lasts; the continuance of her sexual 
assertiveness after her wedding is evident when she initiates physical contact with 
Johnson - "she leaned forward suddenly, and, put[ ... ] one arm around him" (106) - and 
seduces him: "she put her arms round him and her face up to his and they lay together 
on the sand" (108).1 In contrast, Johnson is invested with no culpability for their affair. 
There is nothing about Rua that he finds attractive. In fact, it is reported that he "had 
taken no notice of her except to be irritated sometimes by her noisiness and 
slovenliness" (105) . Johnson's involvement is also downplayed when the narrator 
reports that "kissing Rua became a habit. Sometimes he liked it, sometimes she bored 
and irritated him, generally he thought both Rua and her kisses silly" (107). Further, 
Johnson says, "[y]Qy'd better start and behave yourself Rua. One of these days Bill's 
going to see you doing this and he won't like it" (107, emphasis added). Despite this 
emphasised lack of desire, however, Johnson has a sexual response to Rua; she "put up 
her cheek to his. [ ... ]Johnson had not touched a woman since he left Auckland. He put 

1 Rua's sexual assertiveness is also evident in her apparent unwillingness to engage in sexual relations 
with Stenning; although he believes that "[s]he ought to have children and settle down," he observes 
that she "[s]eems not" to want children, the natural consequence of conjugal rights given the lack of 
effective contraception available in the 1930s setting of Man Alone (103-4). 
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his arm around her and kissed her fully on the lips" (106). His reaction is presented as 
natural, an instinctual response to the particular stimuli of the very close proximity of a 
female body. 

This couching of sexuality in terms of "nature" extends to the setting of Rua' s and 
Johnson's first sexual encounter on the riverbank. There is a further significance in the 
fact that the river and its bank are not culturally mediated, as opposed to the cleared 
farmland. While Mulgan chose this setting, the narrator reports Johnson's perception 
of the "natural" and "attractive" qualities shared by the river and Rua's "body" (108): 
"he watched her, swimming across to where it ran deeply under a bank of fern and green 
moss and back against the stream, coming out to dry herself in the sun" (108). There is 
no corresponding female gaze upon Johnson's body, beyond Rua's admiration of his 
"nice hair" (108). Both Johnson and Rua are engaged in the sexual activity, but the 
narrative point of view and setting direct the reader to consider her to be the one who is 
closer to nature by far. 

Indeed, Phillida Bunkie, Linda Hardy and Jacqueline Matthews very briefly describe 
Rua as a "Maori Eve" (xix). For Johnson, as for the biblical Adam, unfortunate 
consequences follow the tasting of forbidden fruit in a natural and idyllic setting. The 
course of his relationship with Rua parallels the translation of his original 
"fascinat[ion ]" with Ruapehu into a negative experience of "rock," "ice" and "steep and 
impassable" "deep, stone valleys" (89, 132-4). That is, Johnson finds sexual relations 
with Rua to be very positive initially: "he felt clean and refreshed. Lying there in the 
clear sunlight and with the air fresh around them was pleasant; it made him feel stronger 
and more alive" (108). Conversely, though, he becomes increasingly uncomfortable as 
the affair proceeds over the next week: "[i]n those days it was not as good with Rua as 
it had been on the first day; it was not as good to him again" (110). His change in 
attitude is subtly reinforced by shifts in the weather and location: compare the "sun" of 
the encounter by the "river" with the "overcast and wet [days when Johnson ... ] went 
to the house for his meals" (108-10). The new location puts a different spin on sexual 
activity. It is no longer positioned as something natural, situated outside culture, for a 
house is a basic and prime manifestation of culture. Sexuality does not fit comfortably 
in the arena of culture, according to this reading of Man Alone. The "idea that the sexual 
is some naked and primordial realm of individual human being is itself a fully cultural 
representation" (Heath 11), one manifest in Mulgan's novel. 

It could be argued that the schism between culture and nature also opens up within 
Johnson himself, as is evident in the reason for his discomfort about the affair once it is 
contextualised by the house. The ease with which he makes a choice between a 
homosocial relationship and his sexuality, between - in the novel's terms - culture and 
nature, indicates that his sexuality, although evident, is completely unimportant to him. 
The continuance of Rua's desire for him beyond the point at which Johnson finishes the 
affair means that she can be seen to absorb his discounted and displaced sexuality; she 
"held him tightly with both arms. [ ... ] 'I'm coming with you"' she said (120). Sexual 
desire is, thus, finally and lastingly associated with Rua. 

Further, Man Alane's unsympathetic stance towards the sexual is evident in its guidance 
of the reader to view Rua in a negative light. Obviously, the implied reader is going to 
dislike her because she causes serious trouble and hardship for Johnson, the novel's 
touchstone. Although she is only depicted through the filter of Johnson's homosocial 
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perspective, a resisting reader could appreciate her sexual awareness and assertiveness. 
Yet this appreciation would not have been so likely in the 1930s through to the '60s as 
it is in the present. The hegemonic gender role for women in New Zealand until at least 
the late 1960s'l was contradicted by Rua's overt sexuality, as well as by her slovenly 
housekeeping (for example, "unwashed dishes piled in the scullery" (78) ), inadequate 
personal grooming (for example, her "unwashed and uncombed" hair (93)) and her lack 
of desire for children with her husband (103). Pakeha readers, the statistical majority, 
would also have been distanced from Rua by ManAlone's inherent racism, its 
characterisation of the major Maori character as other and - in the novel's own terms -
negatively inflecting her by associating her with sexuality and nature. 

Race and ethnicity 
In order to discuss the extra dimension of Rua's Maoriness, another strand needs to be 
added to my theoretical approach to reading Man Alone in terms of its representation of 
culture and nature. This strand is provided by the work of Carolyn Merchant, who can 
be seen to develop Ortner's discussion (detailed above) of the historical and symbolic 
association of men with culture and elevation over women, who have been linked with 
nature (144). Merchant adds race and ethnicity into the equation, observing that (in a 
North American context) "Indians and blacks" have been equated with nature in an 
opposition to culture, adding that, "[i]f nature and women, Indians :and blacks are to be 
liberated from the structures of this ideology, a radical critique of the very categories 
nature and culture as organising concepts in all disciplines must be undertaken" (143-4). 

Merchant offers such a critique in relating the social to the literary and observing how 
" [m]uch of American literature is founded on the underlying assumption of the 
superiority of culture to nature" (143). Her interrogation of inter-related hierarchical 
dichotomies of sex, gender, race and ethnicity provides me with a model for considering 
Man Alone. It is a model which needs to be adapted, however, for there are not always 
already simple dichotomies of gender, race and ethnicity in Mulgan's novel. Rather, the 
novel signifies the process by which the white and male Johnson becomes comfortably 
celibate through the elision of his initial sexuality, through the projection of his sexuality 
away from himself onto an Italian homosexual and - more emphatically - a Maori 
woman. 

A simple conflation of woman and land as "native" would have enabled a tidy analysis 
of colonialism and masculinism as parallel and connected ideologies. There is something 
far more intriguing (although less neatly precise) about Mulgan's choice to make 
Stenning's wife Maori or specifically "half-caste" in the terminology of the 1930s (77). 
On one hand, it seems that Rua's mixed-race parentage - her notably "light brown" skin 
(108) - is likely to have made her sexual interaction with Johnson more acceptable to the 
European reader than if she had full Maori parentage, given the generally and 

l "The consensus about the centrality of motherhood and domesticity emerged between the 1890s and the 
1920s. [ .. . ] In the 1920s, it seems clear, the dream of domestic bliss enjoyed a new lease of life. 
Mothers' Union and the League of Mothers, not to mention the Country Women's Division of the 
Farmers' Union, took root and flourished" (Olssen 1980 181 ). Julie G lamuzina and Alison Laurie note 
that the overwhelmingly predominant role for women in 1950s New Zealand was that of an actual or 
aspiring wife and mother. The nuclear family , comprising a heterosexual couple: and their children, was 
the accepted way to live (5). 
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fundamentally racist social milieu of the novel's heyday, which is documented by 
Ballara in her book Proud To Be White?: A Survey of Pakeha Prejudice in New Zealand 
(1986) (98-103). I cannot find evidence to account in any other way for Rua's 
parentage. Although we meet her father, he is described only as om:! of the group of 
"Maoris" at the party (97), pointing towards her mother as the European parent. The 
mother is never mentioned in the story. Rua is not cast as a culturally hybrid I 
character, as she identifies strongly with her extended Maori family; "I'm going home," 
she says to Johnson after Stenning is dead; "I'm not running away" (125). Rua's 
"sullen[ness]," "restless[ness]" and "careless[ness] of herself and the house (94) can be 
read as an effect of deracination, for she is "really happy" when her Maori extended 
family come to visit": "[s]he ran and played with them all, and talked and laughed" 
(94). Hence, her racial liminality does not extend to her depicted ethnicity. 

On the other hand, it could be argued, Rua's Maori blood and skin colour mark her as 
discrete to the European and "fair hair[ed]" Johnson (5). This racial opposition 
augments the novel's depiction and emphasis upon these two characters' sexed 
difference. To the compliant reader, the difference between Johnson's and Rua's 
attitudes and actions regarding sexuality seems to follow on from their differences of sex 
and race, particularly as she is not the only Maori character who contrasts markedly 
with Johnson in this area. Petersen's comment to Johnson - that "Tom Blake[ ... ] was 
smarter than you or I with the girls" - is curious given that there is no mention of 
Petersen and Johnson being (or wanting to be) in the vicinity of women (173); actually, 
they relax together in the evenings - "smok[ing] and talk[ing]" - while Blake is ashore 
(35).2 The fact that Blake is "Maori" and notably sexually active reinforces Man 
A/one's association of sexuality with Maoriness (35). 

A resisting reading finds that Johnson's dismissal of his sexuality is not represented as 
an innate European characteristic. Before the affair with Rua, he dances with her briefly 
at the extended Maori family's Christmas party: "[i]t was a long time since Johnson had 
danced, and he did not do it very well. [ ... ] After a while Johnson stopped, apologising 
for himself and his dancing" (97-8). The perhaps vulgar but apt notion that dancing (as 
a couple) is a vertical expression of a horizontal intention comes to mind here. If we 
think of dancing and sexual activity as points on the same continuum, Johnson's 
inability to dance and Rua's desire and ability to dance can be observed to reinforce their 
differentiation - along the lines of sex and race - regarding sexual activity. 

That said, "a white boy" dances with Rua' s sister (97). Thus, European characters can 
dance and, by implication, desire and enjoy sexual relations. A judgement is made in 
Man Alone, though, about Europeans who choose to identify with Maori and their 
social mores; Johnson notes that, once married to a Maori, a "poor white" would "one 

1 Homi Bhabha writes of"cultural hybridity that entertains difference without an assumed or imposed 
hierarchy;" he is not concerned with "the exoticism of multiculturalism or the diversity of cultures, 
but on the inscription and articulation of culture's hybridity. To that end [he: states,] we should 
remember that it is the 'inter - the cutting edge of translation and negotiation, the in-between space -
that carries the burden of the meaning of culture. [ ... ]And by exploring this Third Space, we may 
elude the politics of polarity and emerge as the others ofour selves" (1994 38-9). 

2 At the same time, "young men from the cruising yachts" also go ashore, presumably to the same "dance 
halls" and "Maori girls" as Blake. These young men are from what was then the upper class and, 
thus, are distant from Johnson and the general - working men's - masculinity he exemplifies and 
which I discuss here. 
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day come back and live in the pa with them" (95). He observes, in contrast, that "Rua 
had gone up in the world[ ... by] marr[ying ... ]a white man with a farm,[ ... ] a real white 
who worked and kept himself' (95). The narrative joins in with Johnson's judgement 
when it is pointed out that Stenning "shamble[s]" when he walks and does not even join 
in the party, let alone the dancing, in contrast to the Maori characters and the 
"Maorified" white boy (94). This distinction between a "real" and a "poor" white on 
the basis of ethnic orientation - and the corresponding absence or presence of bodily 
rhythm - is based upon a particular set of values. Man Alone signifies that to be 
"properly" European and "properly" masculine, one must not be sexual. The novel's 
construction of Maoriness as embodying sexuality is also a key aspect of the absence 
or, more precisely, the management of sexuality evident in manifestations of the 
ideologies of homosociality and mateship. 

Conclusion 
Man Alone is a late colonial novel, a response to the crisis in colonial confidence 
precipitated by the collapse of farming during the 1920s and the Depression of the 
1930s. Stakes were raised in the viability of European settlement in New Zealand at 
this time. Correspondingly, Man Alane's focus shifts from farmed land - which is 
proving intractable - to the symbolic arenas of natural landscape and unfathomed space. 
A completion of the colonial project is signified by Johnson's successful trek across the 
Rangipo desert and what is depicted as his inaugural journey through the Kaimanawas. 
That is, this landscape and space (respectively) are transformed into place, into a 
culturally mediated environment, on the level of second-order meaning. As the 
Kaimanawas are positioned as the representative core of the newly recalcitrant colony, 
Mulgan's novel allows the imagining of European conquest and control of the whole of 
New Zealand. 

"New Zealand" is constructed only in the geographical terms of land, landscape and 
space in Man Alone. Its positioning (as discrete from and opposed to European 
characters and as, ultimately, conquerable) is fundamental to another of the novel's 
mythologies, one which has traditionally and hegemonically identified the ideal New 
Zealander. The mythology of comfortable European situatedness in New Zealand 
cannot be separated from the frontier masculinity signified by Johnson's expedition and 
other exploits. Domination of nature through physical prowess is enmeshed in 
Mulgan's protagonist with the ideology of mateship, a particular and local manifestation 
of the more general ideology of homosociality. A series of disruptions to mateship 
occurs in the novel before it is reified and celebrated at the end. In Man Alone, the 
ideology of mateship rests upon homophobia, the marginalisation of women and the 
elision of sexuality (the splitting and domination of "nature" by "culture" within 
Johnson). In addition, binary oppositions of race and ethnicity are constructed in order 
to deflect sexuality away from the homosocial, English and male protagonist onto 
characters who are Maori, female or Italian. Overall, constructions of sexuality, race, 
ethnicity, sex and gender are inseparable in the novel. 

The sole - relayed - narrative perspective is European, male, heterosexual (if only to 
prove a lack of homosexual inclination) and, finally, comfortably celibate. It could be 
argued that Man Alane's implied reader shares, or would like to share, this personal 
profile. It appears that this novel ' s popularity was in no small part due to its provision 
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of a means of escape for men who felt limited or overwhelmed by their roles as 
husbands, who were "[b]red by the male culture[ ... to be] ill-prepared for the 
obligations and values of a family" (Phillips 1987 266, 12). That is, in identifying with 
Johnson in the reading process (as is very much encouraged by Man Alone), a man could 
temporarily experience uncomplicated mateship and reassurance that such homosocial 
desire does not implicate homosexuality on his part. 

Thus, women and men who sexually desired other men were precluded from a straight
forward identification with Johnson and the mythologies signified by Man Alone (that 
is: comfortable European situatedness in New Zealand, the ultimate ability to conquer 
nature and succeed against apparently insurmountable odds). If women, male bisexuals 
and homosexuals identified with these myths, their femaleness or sexuality was 
problematic, something to be denied. 

However, Man Alane's mythologies of New Zealand identity also contain Pakeha men 
within a rigid gender role in disallowing the experience and expression of sexuality, 
except as proof of heterosexuality or - more importantly - of a lack of homosexual 
inclination. There is no room for any kind of positive relationship between men and 
women. It can be argued that Mulgan's novel and its second-order meanings are divisive 
with regard to race, sex, ethnicity and gender. They also divide the individual in terms 
of "culture" and "nature," signifying sexual repression as an exalted state of being, a 
point which also comes to bear upon the following discussion of the bone people. 
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the bone people 

Introduction 
The bone people has been extensively and variously examined. Yet its reconsideration in 
light of Man Alone adds to the discourse about New Zealand's literary and cultural 
history. The enmeshed issues of ethnicity, sex, gender and sexuality are important with 
regard to both novels. Key textual aspects also recur, despite differences of social 
context, content and connotation. Landscape features to very different effect; while 
Man Alone is symptomatic of colonial anxieties and eventually signifies a comfortable 
colonialism, the bone people communicates a strongly anti-colonial statement, both in 
terms of Maori resistance to European colonisation and of Pakeha rejection of England 
as the cultural centre. Journeys into unsettled landscape lead to redemption through 
suffering in both novels. The personal traumas which precipitate such journeys 
articulate concerns prevalent in the novels' social contexts. Man Alane's ideologies of 
masculinity and mateship resurface in adapted forms in the bone people. Kerewin is like 
and unlike Johnson. Paradoxically, although she is what can loosely be described as a 
feminist figure, Hulme's novel constructs and allays a male fear of the castrating (or 
overwhelmingly powerful) woman. That is, overall, the bone people offered a sanitised 
and attractive version of feminism to its readers in the mid-l 980s. The same is true of 
its internal revision of Maoritanga 1 and of Irishness, which have strong links with that 
of feminism. 

Overall, the bone people was attractive to many readers in the mid-· l 980s in terms of 
identity, ifreviewers are indicative. In her review in the Listener entitled "We are the 
bone people," Joy Cowley declares that "[w]e have known this book all our lives. The 
pages are textured with the rough and smooth of our own being. [ ... ]Keri Hulme sat in 
our skulls while she wrote this work( ... ]. Hulme stands with her main character 
between two cultures - a foot planted genetically, traditionally, in each. [ ... ]Hulme has 
given us -us" (60). The review in Broadsheet concurs with Cowley's opinion: "It's 
the spirituality aspect of [the bone people] that really spellbinds me," writes Sandi Hall 
(16); "it's the most New Zealand book I've ever read - I'm positive of that. When I say 
that, I mean a New Zealand book, not an Aotearoan Book or an English book - that 
Simon is white and Joe is Maori. For me, I could see the conflicts being worked out, the 
love-hate relationship, the channels of anger, the frustration ... " (20). In a slightly 
different take, Michael King sees the bone people's inherent Maoriness as most 
important: 

Hulme's Aotearoa minors the ingredients of her characters - things 
Polynesian and things European (and Asian) jostle like jewellery, sometimes 
one damaging the other, sometimes polishing and healing, always flashing 
light. But the most commanding features in Kerewin, in Joe and in the land 
itself are Polynesian, are Maori. They reveal themselves in concepts, 

1 In this chapter I use the term "Maoritanga" to describe what is represented as traditional Maori ideology 
(that is, concepts and customs that originated in the pre-European contact period). This is the term 
used by the bone people, reflecting the understanding prevalent in the 1980s. I recognise that "taha 
Maori" is a more contemporary term. 
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expressions and words that give a mystical quality to life that is quite 
unobtrusive until the book's unexpected climax (1984 41 ). 

Yet King concludes by reiterating Cowley's "verdict on this book that I cannot advance 
- because it is well said, and above all it is true [ ... ] 'We are the bone people. [ ... ] 
Hulme has given us - us"' (1984 41 ). Ultimately, in his view, then, Maoriness defines 
Pakehaness. 

In a more academic review, Jones describes the bone people as "an attempt to get a 
national myth between the covers of one novel," which although it "is not an unqualified 
success" "should become one of the landmarks ofNew Zealand fiction" (1985 29-30). 
Another academic reviewer - Shona Smith - argues that the book is significant for a 
different reason: "Hulme succeeds [in] challenging the male/female polarity which 
requires that the procreative process be at the centre of the female search for identity, 
by giving her protagonist creative rather than procreative instincts" (1984 49). In total, 
these quotations from reviews indicate that various aspects of the bone people appealed 
to different people, a observation supported by the implied readers constructed by the 
book. 

As noted above, Man A/one's narrative approach constructs a single implied reader, a 
European male who subscribes to the ideologies of mateship and colonisation. In 
contrast, the bone people implies four such readers; someone with antipathy towards 
England, someone unfamiliar with Maoritanga, a person who subscribes to New Age 
tenets, and the liberal feminist (who perceives feminism as the equality of women with 
men within existing - and traditionally patriarchal - social ideologies and systems). It is 
likely that many individuals fitted several or all of these implied reader profiles, given 
the social context of the 1980s. However, as Lull points out, consumers of texts can 
select the aspects which appeal to them and ignore other aspects (144). Indeed, the 
bone people, as a polyphonic novel, encourages a variety of readings. The three centres 
of consciousness and the novel's division into sections allow the reader to identify with 
any or all of a range of concerns and points of view, which are sometimes unreliable and 
contradictory. That is not to say, however, that Hulme's novel does not have coherent 
second-order meanings. 

There is one significant way in which the bone people's composite implied reader and 
Man Alane's single implied reader are similar. Both are constructed by the novels as 
perceiving sexuality and reproduction as unimportant, as an easy price to pay for 
something far more valuable. In Man Alone, female characters are irrelevant - beyond 
"proving" that male characters are not homosexual - because women are incompatible 
with men's mateship; children are not even part of the picture. In comparison, the bone 
people signifies a polarisation of corporeality and spirituality, elevating spirituality as 
the desirable option. The body's sexual and reproductive capacitie:s are also denigrated 
by the psychosomatic premise upon which the characterisations of Kerewin and Joe are 
built. These two characters have difficulty establishing psychological (not emotional) 
autonomy and, ultimately, stake out a psychological comfort zone for themselves in 
their non-sexual and non-reproductive relationship with each other and with Simon. 
Moreover, the novel can be read as projecting sexuality away from the protagonists (and 
implied readers) onto what it constructs as homosexuals, bisexuals and paedophiliacs. 
Homosexuality and male bisexuality suffer from being strongly confused with 
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paedophilia; thus, the bone people goes further than the similarly homophobic Man 
Alone. 

These two novels also share an implicit misogyny. Women (especially female sexual 
and reproductive organs) are overwhelmingly presented as corporeal and threatening in 
the bone people, whether they appear as characters or metaphors in the transformation 
ofKerewin, Maoritanga, Irishness and New Zealand landscape. Hence, the bone people 
has the same effect as Man Alone, a distancing of the female reader. She is excluded 
from a straightforward identification with the novel and the anti-colonial mythologies it 
signifies: a new local identity for Pakeha through the close linking of what is depicted as 
an inclusive Maoritanga and Maori identity, spirituality, nature per se and the natural 
New Zealand environment. 

As issues of gender, sex and sexuality are inherent in these mythologies, I need to 
employ both what can loosely be termed postcolonial theory and feminist theory in the 
following fuller discussion of the novel's content, second-order meanings and implied 
readers. Accordingly, I utilise aspects of the work of Homi Bhabha, James Clifford, 
Gareth Griffiths, Vilsoni Hereniko, Jane M. Jacobs and Edward Said, as well as Butler, 
Simone de Beauvoir, Dorothy Dinnerstein, Susie Orbach, Maud Ellman, Lillian 
Faderman, Stevi Jackson, Catherine MacKinnon, Janice Raymond and Dale Spender. In 
doing so, I once again consider the merits and pitfalls of utilising psychoanalytic, 
semiotic and particular feminist approaches in the analysis of a novel in terms of its 
huge popularity during a time of enormous change in New Zealand society. 

Much of the feminist theory I employ was published in the late 1970s and the '80s and 
mi1rnrs that social climate. In turn, Stevi Jackson's later theory of material feminism 
and Butler's theory of identity as performative are used to interrogate the assumptions 
inherent in feminist thought during the bone people's heyday. 

Social and cultural context 
Interestingly, Richard Todd points out the inaccuracy of a description of the bone 
people as "the most commercially disastrous [Booker] winner ever:" I " [a] fact 
overlooked by the more complacently London-oriented elements in the publishing and 
even retailing world is quite simply, as we have seen, that a writer such as Keri Hulme 
sold exceptionally well in New Zealand and Australasia" (120). Todd observes that the 
difference between this phenomenal commercial success in New Zealand and much 
leaner British sales is "significant" and notes that location can effect: sales figures (106, 
120). Clearly, the bone people offered something to New Zealanders which was 
irrelevant to British readers. 

The scene was set in New Zealand in the 1970s for the "rapturous reception" (During 
373) of the bone people in the mid 1980s. The seventies was a "turbulent decade" 
(Sinclair 322), in which the economy suffered from decisions made in Britain. Although 
New Zealand's role as "Britain's farm" had been reactivated since the 1930s, this role 
was, once again, substantially diminished; more precisely, in "1962, 83 per cent of New 
Zealand's produce went to Britain. This had fallen to 50 per cent by 1971" (Bohan 

1 Evening Standard (13 September 1990). Cited: Todd 76. 
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101 ). Then, in 1972, Britain joined the European Economic Community and "the future 
looked ominous" for primary produce industries (Sinclair 307-8). After 1977, Britain 
no longer took New Zealand cheese and "the special arrangement for butter was 
extended only until 1980" (Sinclair 315). The New Zealand economy was also very 
negatively affected by OPEC's several dramatic oil price rises in 1972 (Bohan 102). By 
1976, "New Zealand's comparative standard of living had slipped from being almost the 
highest in the developed world to almost the bottom" (Bohan 104). Overall, the mid 
and late seventies saw New Zealand "experiencing its greatest economic difficulties 
since the depression of the thirties" (Sinclair 313). 

Such en01mous economic change was matched by social change. The cultural dis
engagement with Britain occurred largely because of the sense of "a somewhat 
humiliating rejection by the Motherland," rather than necessarily as a matter of choice 
(Sinclair 329). By the late 1970s, it was a "fact, now indubitable to the most British of 
'Kiwis', that New Zealand was a group of Pacific Islands" (Sinclair 309). This new 
sense of a Pacific identity is evident in the focus upon and strength of protest against 
French nuclear testing near Mururoa in 1972. The Government sent two frigates to join 
private vessels in 1973: "[t]his official and startling protest received world-wide 
publicity" (Sinclair 312). New Zealand's "clean and green" mythology was cemented 
here and overseas by the new Labour Government's declaration of New Zealand as a 
nuclear-free zone in 1984 (Barber 204). Anti-nuclear opinion was strengthened inside 
the country in 1985 when the "Rainbow Warrior" (a Greenpeace protest vessel) was 
sunk by French secret agents in Auckland harbour (Bohan 107-8), killing one of the 
crew members. Outrage at this French terrorism, coupled with "the hostile response of 
other former allies to the Labo[u]r government's crusading anti-nuclear stance," meant 
that the mid-l 980s were "a high-water mark for popular New Zealand nationalism" 
(Calder 1998 175). New Zealand's stance against world powers on the nuclear issue 
exemplified the well-established cultural mythology of the small person overcoming 
overwhelming and threatening odds through pluck and determination (crystallised in 
Man Alone). This is not to say, however, that New Zealand was unaffected by all 
international trends at this time. 

Second-wave feminism, an international Western trend manifest in New Zealand 
(Kedgely 6-7), was also significant in shaping the social milieu which embraced the bone 
people. A "greater feeling of solidarity among women" was evident in the seventies, 
with "thousands attending the women's conventions" (Sinclair 321): "in 1972 the first 
Women's Liberation Conference heralded the most dynamic and important changes so 
far in women's affairs" in New Zealand (Bohan 101). Smaller women's groups met 
regularly throughout the country. This new consciousness raising and sharing of 
experience empowered ordinary women - as well as politicians - to challenge and redress 
traditional inequality. The acceptance of feminist principles was not confined to 
women; for example, the Equal Pay Act - introduced in 1972 (Bohan 114) - would never 
have become law without widespread support by men. 

Parallel dynamics underpinned the Maori renaissance in the late 1970s and 1980s; that 
is, Maori were not the only New Zealanders concerned about the situation of Maori. 
The Government, in 1973, "decided to mark Waitangi Day as a national holiday, buy 
back land, and set up the Waitangi Tribunal to prevent future breaches of the Treaty" 
(Bohan 111). "In 1975 Whina Cooper led the first great symbolic Land March from 
Hokianga to Wellington to draw attention to grievances, 11 and the 11 1977-78 occupation 
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of Bastion Point was even more dramatic. [ ... ]Joe Hawke led Ngati Whatua in a 17-
month occupation which ended only after 200 arrests had been made" (Bohan 111 ). 
The Government, in 1985, widened the Waitangi Tribunal's powers "to consider all 
grievances since 1840" (Bohan 111 ). This official attention to Maori issues brings to 
mind Alex Calder's intriguing statement that "New Zealand was a more Maori place in 
1985 than in 1960" (1998 175) (these dates roughly mark the heydays of the bone 
people' s and Man A/one' s popularity). 

Calder acknowledges that his statement "semaphore[s]" much complexity; not only had 

the number of people identifying as Maori[ ... ] doubled [between 1960 and 
1985] to around 12% of the total population [ ... , t]here were wide-spread 
protests over land issues and calls for Maori sovereignty; a renaissance in 
Maori cultural activity was gathering momentum; the official government 
line was no longer assimilation or integration, but the new policy of 
biculturalism (Calder 174-5). 

The various unofficial non-Maori responses to the Maori renaissance are difficult to 
document succinctly. Yet the widespread and vociferous protest against the 1981 
Springbok Tour was motivated by anti-racist sentiment, a concern about racism in New 
Zealand as well as in South Africa.I At the same time, interestingly, "[i]t became 
apparent that an underlying hostility towards rugby-as much as racism-was latent in 
New Zealand women. This hostility was expressed not just by feminists grinding 
familiar political axes, but also by women with no previous political involvement" 
(Dann 27). There was also the Pro-Tour segment of society, members of which were 
unconcerned about racism, or, at least, believed that this was a poli1tical issue with no 
relationship to sport. Overall, however, the scale and level of protest - often "violent 
civil disturbance" (Bohan 104) - during the 1981 Springbok Tour is evidence of the deep 
concern about social issues held at that time by a significant percentage of New 
Zealanders. 

There was a similarly widespread concern with spiritual, ecological and heath issues. A 
"proliferation of the New Age in New Zealand - particularly in Auckland" in the 1980s 
was manifest as "numerous groups, therapies and practices" (Scadden 3 7). People who 
subscribe to a New Age ethos believe that "deep ecology goes beyond science. It is 
rooted in the 'intuitive awareness of the oneness of all life.' Human beings should no 
longer see themselves as dominating nature" (Kyle 106). Richard Kyle, an American, 
also points out that the New Age connection with the cosmos as a whole was a spiritual 
philosophy and experience, and notes how traditional "Native American spirituality 
captured the imagination of many" (106, 1 ). 

A parallel situation occurred in New Zealand, many people's desire for "spirituality," 
"interconnectedness" and "wholeness" focused upon the Maori and Maoritanga. Many 
Pakeha also equated "Maori" with conservation in the 1980s. A passage from 

lMirata Mita's film Palu "does show very clearly 'how an issue that was not even obviously domestic' 
(as the film festival blurb put it) became as much about domestic racism as about South African 
racism" (Fenwick 42). "Because liberals are attracted to principle they easily identified the link 
between South African apartheid and our own domestic racism as the basic impulse behind most of 
the protest. But these issues were probably only pait of something larger and more complicated" 
(Reid 24). 
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McCauley's best-selling and largely autobiographical Other Halves (1982) encapsulates 
this attitude. Liz (a Pakeha) tells her lover that her Pakeha middle-class and liberal 
friends approve of him: 

'I mean they're bound to, no matter what they really think of you.' 
'How's that then?' ... 
'Cos Maoris are fashionable in these kind of circles ... 
'Why are we fashionable?' 
'You're s'posed to have an inborn instinct for nature and the land and all 

those things they're into' (McCauley 185). 

In the contemporaneous Being Pakeha (1985), King observes that he feels 

nothing but sadness for Pakeha who want to be Maori, or who believe they 
have become Maori-usually empty vessels waiting to be filled by the 
nearest exotic cultural fountain-who romanticise Maori life and want to 
bask forever in an aura of aroha and awhina (195-6). 

The traditional Maori concepts of aroha and awhina exemplify connection between 
people: "awhina" means to assist, benefit or befriend, while "aroha" is a broad concept 
which translates as love, yearning for an absent friend, pity, compassion, affectionate 
regard, the feeling oflove or pity and the showing of approval (H. 'Williams 25, 16). 
King differentiates himself from people who romanticise these and other aspects of 
Maoritanga, observing that there "are things about Maori and Maori culture with which 
I can identify strongly" (196). Yet he also makes this statement: "I find I am Pakeha, I 
am New Zealander, I am Irish, I am Scottish, I am European; and I am, in parts of my 
spirit, Maori" (203). It seems, then, that the identification by many Pakeha in the 
1980s with "desirable" aspects of traditional Maoritanga was a matter of degree. 

In summary: the 1970s to mid-1980s was a period of intense economic and social 
change. Tradition (in the form of cultural dependence upon Britain and the hegemonies 
of racism, sexism and rational science) was interrogated and upturned. Among middle
class and liberal social groups, at least, new preoccupations with women's and Maori 
issues were matched by and - in part - mixed with strong interests in ecology and 
spirituality (which was often manifest as New Age philosophy and practice). By 1983, 
the time was ripe for a book like the bone people to capture the public imagination by 
manifesting these prevalent issues and concerns. 

Indeed, previous commentators have noted that the bone people gave voice to a 
hegemonic yearning for a new national identity. During believes that the novel's 
phenomenal commercial success "owes more to the desire of New Zealand to see a 
reconciliation of its postcolonising and postcolonised discourses than it does to either 
close reading of the text itself, or an examination of the book's cultural political effects" 
(373). Anne Maxwell would add that "there is plenty at stake in such a reconciliation: 
[and that is] an alternative source of identity which fills the void left by a receding 
British cultural dominant" (30). This alternative source of identity is defined by Mark 
Williams as that indigenous to New Zealand: "the 'native,' [he writes] which had for so 
long reminded the settlers of their distance from England, is made to speak with a new 
sense of belonging" (1990 13). 
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Although, as noted above, During believes that the "Maori culture" within the bone 
people is "absorbed and controlled by its profoundly Occidental narratives," he also 
suggests that a "much closer reading of [the bone people] is required to develop, and 
perhaps turn, this argument. One should look at the role that sexuality and violence 
play in the novel's effort to imagine a sanctuary from postmodernity and cultural neo
imperialism" (370 373-4). Maxwell takes up this suggestion in "Reading the bone 
people. Toward a Literary Postcolonial Nationalist Discourse" (1987) rather abstractly, 
without engaging in close textual analysis. In doing so, she assumes that what she 
describes as "the rich spiritual culture of the Maori" - as evident in the bone people -
offers "an authentic voice for New Zealand culture," a "more authentic culture" than 
"settler capitalism" (33 26 29). Yet, at the same time, she also argues that, with the 
bone people, there is the "problem" of "cultural appropriation" (42). In also following 
During's suggestion, I will make a close textual analysis of the bone people and argue that 
the construction and representation of ethnicity is inseparably linked with those of 
gender, sex and sexuality in this book (as is the case with Man Alone). Unlike previous 
critics, I will document the transformation of Maoritanga and Maori identity within 
Hulme's novel and analyse the significance of this. 
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Transformation of Maoritanga and Maori identity 
Hereniko points out, "that [t]o understand the cultural, historical, and political reasons 
[ ... ]for the projection of selected images and symbols that highlight cultural differences 
[ .. . ]is more important than whether or not these symbols are 'authentic"' (149). Two 
connected strands in the existing discourse about the bone people need interrogating, the 
issues of authenticity and spirituality. Mark Williams criticises the bone people as an 
inaccurate representation of Maori and Maoritanga (1990 99-103). In turn, Otto Heim 
argues convincingly that Williams mis-represents the bone people due to his ignorance of 
Maoritanga (217-222). Yet what is the point of Williams' and Heim's arguments? 
Hulme's novel does not in itself pretend to be other than fiction (unlike the 
contemporaneous The Matriarch (1986) by Witi Ihimaera, for example, which includes 
versions of actual historical events as a context for the contemporary narrative ).1 
Moreover, Williams and Heim assume that Maori identity and Maoritanga are singular, 
static and definitive and should be represented as such. To the contrary, New Zealand's 
cultural discourse is a site in which representation, by its very nature, is unstable and 
conflictual - especially over time and at points of social crisis. The subtleties and shifts 
within the bone people's representation of Maoritanga and Maori identity are indicative 
of a change in commonly-held understandings at a particular point, a hinge, in New 
Zealand's socio-cultural history - the mid-1980s. 

Statistically, there is no doubt that the majority of New Zealanders who bought and/or 
read the bone people in the mid 1980s did not - and could not - identify as Maori. In the 
1981 census only 279 084 (or 8.87%) of 3 143 307 New Zealanders classified 
themselves as "Maori*" under a biologically determined criterion (New Zealand 
Registrar General's Office et al 1983 81-2). In comparison, 2 672 919 (or 84.81%) 
classified themselves as "European" (New Zealand Registrar General's Office et al 1983 
81). However, the situation regarding the bone people is not simply one of non-Maori 
readers appropriating what the novel depicts as Maoriness as a means of locating New 
Zealand - rather than England - as a cultural centre. It could be argued that a Pakeha 
(and wider Western) connection with such Maoriness is fully encouraged by the novel 
itself in two ways. Its two adult protagonists start from a position of distance and 
ignorance and, eventually, become aufait with the bone people's conception of Maori 
identity and Maoritanga, engaging the reader in this process. Secondly, as the novel 
progresses, what is initially depicted as alien Maoritanga is transformed in a way which 
makes it accessible to the mind steeped in traditional Western ways of understanding. 

Aspects of the postcolonial theory of Bhabha and Said provide a useful approach to the 
discussion of this transformation. Bhabha writes of the "productive ambivalence of the 
object of colonial discourse - that 'otherness' which is at once an object of desire and 
derision, an articulation of difference contained within the fantasy of origin and identity" 
(1994 67). He cites Said, who analyses the dynamics underlying the West's encounter 

1 For example: "[a]ll New Zealand schoolchildren are taught about Captain James Cook's discovery of 
New Zealand and his historic landfall at Poverty Bay in the Endeavour in October 1769. [ ... ]But 
what the schoolchildren are not told is that Cook's fust landing was marked by the killing of a Maori 
called Te Maro, shot through the heart by a musket bullet, Monday 9 October, 1769. Then on the 
morning of Tuesday 10 October, 1769, another Maori called Te Rakau was shot and killed, and three 
others were wounded. [ ... ] The glorious birth of the nation has the taste of bitter almonds when one 
remembers that six Maoris died so that a flag could be raised and that the Endeavour had lain in 
Poverty Bay for only two days and fourteen hours" (lhimaera 1986 36-7). 
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with and perception of the East. Said argues that, overall, in this situation, "[ o ]ne tends 
to stop judging things either as completely novel or as completely well-known; a new 
median category emerges, a category that allows one to see new things, things seen for 
the first time, as versions of a previously known thing" (1978 58). This new category is 
"not so much a way of receiving new information as it is a method of controlling what 
seems to be a threat to some established view of things" (Said 59). 

Said's argument is developed in Bhabha's discussion of the role of "the Freudian fable of 
fetishism (and disavowal) [ ... ] within the discourse of colonial power" (1994 73). In the 
previous chapter about Man Alone, I used Freud's notion of the fetish I in quite a 
traditional sense, explaining how the new presence of Johnson and, eventually, of Bill 
Crawley, transformed the strange and threatening New Zealand natural environment into 
a familiar and safe entity for the European reader. Bhabha utilises and develops the 
same dynamic - a recognition and disavowal of difference through the establishment of 
the presence of the known - with regard, in his case, to the European colonisation of 
initially alien peoples and cultures. 

As Robert Young observes, Bhabha is "strategic" in "us[ing] psychoanalysis as a means 
ofreading" (144), to explain how (in Bhabha's words) the "construction of colonial 
discourse is[ ... ] a complex articulation of the tropes of fetishism - metaphor and 
metonymy - and the forms of narcissistic and aggressive identification available to the 
Imaginary" (1983 204). For Bhabha, the fetish's "fundamental significance" for colonial 
discourse lies in its representation of "the simultaneous play between metaphor as · 
substitution (masking absence and difference) and metonymy (which contiguously 
registers the perceived lack)" (Bhabha 1994 74-5). That is, the "fetish or stereotype 
gives access to an 'identity' which is predicated as much on mastery and pleasure as it is 
on anxiety and defence, for it is a form of multiple and contradictory belief in its 
recognition of difference and disavowal of it" (Bhabha 1994 75). It is also pointed out 
by Bhabha, however, that, generally, the disavowal of difference is not completely 
successful: "in that form of substitution and fixation that is fetishism [he writes,] there 
is always the trace ofloss, absence" (1994 81). Subsequently, he adds, the "recognition 
and disavowal of 'difference' is always disturbed by the question of its re-presentation 
or construction" (Bhabha 1994 81 ). This disturbance is evident in the Pakeha reader's 
recognition and disavowal of the difference of Maoritanga and Maori identity2 both as 
depicted in the bone people and in the wider social sphere through the medium of this 
novel. 

l"When Freud proposed a theory of sexuality in terms of fetishism, the concept had already been 
employed by Marx in Capital, who had adapted it from its original meaning in which it was used to 
describe the artefacts of African 'native' religions: 'an inanimate object worshipped by primitive 
peoples for its supposed inherent magical powers or as being inhabited by a spirit'. Bhabha' s use of 
the term fetish to describe colonial racist stereotyping certainly brings the wheel full circle" (Young 
144). Young quotes from the Concise Oxford Dictionwy, seventh edition, 1982. After Bhabha, 
Henry Krips combined psychoanalysis and anthropology in an essay about Hopi-Indians, Ojibwa
Indians and Alogonquian-Indians entitled "Fetish and the Native Subject," Boundary 2: 24 (Spring 
1997), 113-36. 

21 use the term "Maori identity" to refer to what the bone people itself presents as characters' 
identification with (what is depicted as) "authentic" Maoritanga, and the term "cultural alienation" to 
refer to the novel's own judgement about Joe's state at the beginning of the novel (even though he 
always depicted as having a "Maori" physical presence). The use of these ten-ms to describe situations 
in the book does not imply that I am not aware of the contemporary cultural theoretical stance that 
any formulation and experience of identity is just as valid as any other. 
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Maoritanga and Maori identity are initially portrayed by the bone people as alien and 
threatening to Joe (and - through him - to the implied reader). Tiaki Mira's grandmother 
exemplifies these alien and threatening qualities in their extreme. Correspondingly, the 
novel's own eventual disavowal of the grandmother and all she embodies signifies the 
mythology that Pakeha and Western readers (as well as culturally alienated Maori) can 
embrace Maoriness; that is, as long as they are male or, at least, practised at reading 
from a male perspective. The following reading documents and resists the basic 
assumptions underlying the bone people and its implied reader. 

Before these assumptions can be discussed in detail, it needs to be noted that 
Maoritanga and Maori identity are represented as closely connected with New 
Zealand's natural environment in the novel. Why is this connection important? A 
comment of Said's leads us to the answer; "[i]f there is anything that radically 
distinguishes the imagination of anti-imperialism, it is the primacy of the geographical 
element" (1993 225). Along the same line, Gibson reports that in "trying to 
differentiate itself from the Old World, Australian society began to define itself with 
essentialist myths of land" (1992 72). The situation in New Zealand was similar to an 
extent. A strong postcolonial statement could be made by embracing the local landscape 
in its particularity. It can be observed, then, that the bone people's enmeshing of New 
Zealand's natural environment with Maori characters and Maoritanga very much 
intensified its appeal for a general readership seeking a new, uniquelly local national 
identity . 

However, previously anglocentric Pakeha needed to close their traditional (cultural) 
distance from Maori, Maoritanga and New Zealand's natural environment before they 
could embrace this local identity. There are three stages in the demystifying of 
Maoritanga - and subsequently Maori identity - experienced by the Pakeha reader of the 
bone people: alienation is established; then what the novel presents as a strange, 
threatening, exclusive and inauthentic Maoritanga is superseded by what is depicted as 
the "authentic" mauri (a spiritual force which is both Maori and ethnically inclusive). 
This three-stage process includes connected shifts in geographical environments, in 
terms of both location and features. These three stages will now be discussed in detail, 
the latter two in tandem. 

Tlze establislzment of alienation from Maoritanga and Maori identity 
The bone people is always already concerned with the restoration of what it positions as 
Maori identity and Maoritanga. Joe - the focal character in this concern - and Kerewin 
are aware that they are culturally alienated; she says, 

whereas by blood, flesh and inheritance, I am but an eighth Maori, by heart, 
spirit, and inclination, I feel all Maori. Or[ ... ] I used to. Now it feels like 
the best part of me has got lost in the way I live. [He replies, t]hat' s the 
way I feel most of the time. [ .. . ] My father's father was English so I'm not 
yer 100% pure. But I'm Maori. And that's the way I feel too,[ ... ] that the 
Maoritanga has got lost in the way I live (62). 

These statements indicate the assumption underpinning the bone people that Maoritanga 
is something concrete, something that, if lost, can be found again. 
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Joe's residential situation can be read as signifying his loss of Maoriitanga. He is literally 
and symbolically situated within a standard Pakeha model, one disseminated through 
what Louis Althusser would call an "Ideological State Apparatus" (17), the New 
Zealand Government's Housing Corporation. That is, his "house has six rooms, the 
pattern typical older State house, found in thousands all over the country" (79). His 
collusion with his parallel residential and cultural situation is evident when he says, "I'd 
worked hard, pakeha fashion" (324) and, "I've paid off the house and I've got some 
money in the bank. [ ... ] All the good old pakeha standbys and justifications" (89). 
According to Joe, and the bone people itself, Pakeha ideology is singular and discrete 
from Maoritanga; it is represented as a hegemony that replaces Maoritanga. 

Joe's accession to this Pakeha ideology is also signified by his section, given the bone 
people's close association of Maoritanga with nature (a point which will be fully 
developed below). The "neat lawn bordered by concrete paths" (76) suggests his active 
participation in his containment (he is hemmed in but he also mows himself down). 
Besides this docile lawn, nature is absent from Joe's section: "[n]o flowers . No shrubs. 
The places where a garden had been were filled with pink gravel" (76). Joe's so-called 
Pakeha house and section in town also reflect very many Pakeha readers' urban 
geographical location 1 and cultural situation in the mid 1980s; that is, the latter begin 
from the same alienated position in the quest for knowledge and experience of 
Maoritanga and wild New Zealand landscape. 

From "inauthentic" to "authentic" Maoritanga and Maori identity 
Correspondingly, Joe eventually finds what the bone people depicts as Maoritanga in a 
location far away from town, in a natural wilderness in "the middle of bloody nowhere" 
(335). In this reading, cultural distance is underlined by geographical distance. Joe's 
journey into the wilderness is similar to Johnson's in Man Alone, as Mark Williams 
notes: 

[i]n both novels [he writes] there is a journey to the heart of1the country by 
broken individuals who literally fall into the landscape and are subsequently 
restored, healed by notably similar figures of extreme isolation and priestly 
authority, and who emerge with a vision of social regeneration and a purified 
sense of connection to the landscape of New Zealand (1990 23-4). 

Within these superficial similarities lie significant differences, however. Man Alane's 
Crawley functions principally to temporarily restore the possibility of mateship, as 
well as eventually working to reinforce the cultural mediation of na1ture established 
through Johnson. In comparison, nature is culturally mediated - to an extent - in the 
bone people, from the beginning of the section set in the bush; from the reader's 
privileged point of view, that is. Joe himself (like Johnson in the second stage of his 
trek) finds the wild environment to be markedly unsympathetic; "[t]he manukas were 
blackened with blight and there was a pervading stink of swampwater throughout the 
bush" (335). Furthermore, he is "incomparably miserable" after a night spent in a 
"small bog, crawling with every kind of biting life" (337). However, the sense of 
despair about the pitiless bush evident in Man Alone is not communicated by the bone 
people, for the reader always knows that Joe (unlike Johnson) is not alone in the bush. 

I The 1984 Official New Zealand Yearbook states that 88.59% of New Zealanders were living in urban 
situations of populations of 1000 or more (Department of Statistics 1984 80). 
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Passages centred in "the kaumatua['s]" consciousness) are interspersed with Joe's story 
from the beginning of "The Kaumatua And The Broken Man" (336). Indeed, Tiaki's 
presence is heralded by the title of this section of the book. Thus, the bush itself is not 
presented as strange and dangerous to the bone people's reader, as it is to Man Alane's 
reader. Rather, it could be argued, it is the Maoritanga located in the bush which is 
presented as dangerously strange. 

Tiaki's presence in the bush only partially mediates the mysteries of the bone people's 
initial conception of Maoritanga (as will be detailed below). His grandmother, on the 
other hand, exemplifies and establishes this conception of Maoritanga and Maori 
identity as alien and threatening to Joe and to the reader. Although she is physically 
dead, she is strongly present in "The Kaumatua And The Broken Man" through Tiaki' s 
continued relationship with her - "[m]y grandmother has been talking a lot to me" (363) 
- and his detailed descriptions of her when alive; for example, she had "foresight and 
intelligence, and [a] sense of what was proper, and I say it, fanaticism[ ... ] her feet had 
soles as hard as leather. She was tall [ ... ] she hugged me tightly, and then she stood up, 
and with her great hard hand smacked me round the ears" (358-9). In one sense, the 
grandmother dominates Tiaki, for he is introduced as only a caretaker, following her 
"instruction" (336). In another, his relationship with her is fraught: "very soon I will be 
in the back of my mind with you, and the thought does not increase my respect ... 
indeed, my hands are knotting with rage, old woman" (355). The differences between 
Tiaki and his grandmother are pivotal in understanding the bone people's complex Maori 
content. They represent incompatible versions of Maori identity and Maoritanga, one 
of which supersedes the other. 

A comment by Gareth Griffiths helps to explain this supercession of one version by 
another. In an analysis of particular media coverage in Australia, Griffiths describes a 
"reversed sentimental and nostalgic rendering of the[ ... ] Aboriginal under the sign of the 
primitive (noble savage[!] rather than cannibal savage)" (71-2). Historically and 
traditionally, Europeans have perceived cannibalism as a marker of difference; "[w]ithin 
a colonial mentality, cannibalism represented the ultimate denial of a common humanity, 
the ultimate sign of depravity, the ultimate mark of savagery and, above all, a guarantee 
of European superiority," writes Schaffer (1995 108). Gananath Obeysekere concurs 
with Schaffer, observing, in his discussion of cannibalism with regard to the British 
explorer James Cook (1728-79), that cannibalism defined the savage for the English 
reading public (although he notes the exception to this definition granted to shipwreck 
survivors) (635, 639-40). Interestingly, Obeysekere argues that the British fear of 
cannibalism during the eighteenth century was a psychic structure set in place during 
childhood as a result of "the belief that witches and ghosts[ ... ] ate human flesh" (635). 

It follows that Pakeha living in the mid-l 980s had inherited the earlier British 
abhorrence and fear of cannibalism both in terms of cultural mores and the psychic 
structure established in childhood through fairy tales; The bone people's grandmother's 

l"The philosophers of the eighteenth century Enlightenment[ ... suggested] that the human personality 
[ .. . ]was a compound ofrational intellect and emotional sensibility. The appropriate balance of these 
ensured that nobility of spirit which lay at the root of the eternal quest of the human soul to find 
perfection in itself. It might very well be that in some distant and savage place, humankind, 
uncorrupted by the sophistication of an over-refined civilisation, had already attained that perfection 
of balance in individuals and in culture the Enlightenment desired. Thus the notion of the 'noble 
savage' was born to beguile and fascinate intellectual Europe" (Simpson 34). 
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cannibalism, then, positioned her as decidedly alien and abhorrent to the Pakeha (and, 
perhaps, the modern Maori) reader; Tiaki reports that she instructed him "to eat part of 
the corpse, and let the rest of her decay" (353). Thus, the cultural gap is not completely 
closed when the Western(ised) reader travels (through their engagement with Joe's 
story) to the grandmother's geographical and cultural domain of Maoritanga; a difficult 
conceptual and ethical chasm remains. Yet eventually, as we will see, the same reversed 
rendering described by Griffiths occurs in "The Kaumatua And The Broken Man." 

The grandmother's "strange skills" mark her as supernatural, further estranged from the 
traditional Western perspective, particularly to what Patricia Waugh describes as the 
hegemony of logic, reason and science (359).' These skills both enable and embody the 
grandmother's knowledge of the secrets of what is depicted as traditional Maoritanga. 
Hence, Maoritanga is initially represented as something beyond the implied reader's 
frame of reference; it is anathema to actual readers steeped in the tenets, if not the 
details, of Western humanist and Christian ideology. Indeed, Tiaki acknowledges this 
ideological difference to an extent when he says that he was asked to "keep guard over 
something that modern people deem superstitious nonsense" (360-1 ). 

A Western(ised) reader would also perceive the wilderness landscape as alien, due to its 
own "mysteries" and supernatural power (368); Tiaki reports that "if I deserted this 
place, the land would curse me beyond my death" (360).2 The supernatural quality 
common to the wilderness and the grandmother strongly links New Zealand's natural 
environment with Maoritanga and Maori identity, according to the bone people. 
Colonists' perception of this environment as alien and attractive (although double-edged 
in its threatening power) has been discussed with regard to Man Alone. The same 
dynamics are evident in the bone people and its second-order meanings, while the natural 
environment is loaded with Maoriness in the latter novel. 

The reader - via Joe - desires knowledge and experience of Maoritanga; he "holds out his 
other hand to the kaumatua. 'Show me,' he says again" (365). However, although Joe 
is directed by Tiaki to the well in the wild gorge, he "can't tell how deep the water is, or 
how large the things that show as shadows are" (367). Here, in a general sense, Joe's 
experience runs parallel to Johnson's inability to comprehend the alien Kaimanawas in 
Man Alone. Both the Kaimanawas and Maoritanga - at this point - are represented as 
overwhelming in their strangeness; Joe "puts his hand in the water cautiously [ ... ]and 
snatches it out again before his fingers go in past the knuckles. [ ... ] It's like ten thousand 
tiny bubbles bursting on his skin" (367). At the same time, the metonym of Maoritanga 
- the well and its contents - are described as very attractive to Joe (and, by extension, to 
the reader): "[f]ine tendrils, filaments of clearness, rise and meld with the pale green, like 
an ice-cube melting in whisky and spinning lucid threads into the surrounding colour" 
(367). There is a difference, however, between Johnson's and Joe's desire to "know" the 
wilderness; Johnson (eventually) wishes to conquer it but Joe wishes to embrace it and 
all it represents. 

1 The "Enlightenment epistemology" that has shaped Western thinking is "rooted in the instrumental 
domination of inert object (body, world, nature, woman), by a detached and transcendent subject 
(mind, self, science, man) (Waugh 190). 

2The grandmother is further linked with nature by a common capriciousness for she "could be as tender 
as any person born, and as hard as stone" (359). 
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The bone people also differs from Man Alone in that the reader soon knows that 
someone - the grandmother - is au fait with the wild landscape. Thus, she is very 
familiar with the version of Maoritanga associated with this landscape; for example, it is 
reported that (at the well) she "called them to the top and the little god came with the 
mauri on his back" (370). In contrast, Man A/one's Crawley - the character at ease in the 
wilderness - appears only towards the end of the Kaimanawas episode. The bone 
people' s grandmother does not, however, work as a fetish like Crawley. In fact, the 
grandmother has the opposite function, of increasing the alien quality of the depicted 
wilderness. No such Maori possession (in both senses of the word) of the landscape 
appears in Man Alone; there is nothing between European readers (via the English 
protagonist) and the natural New Zealand environment in Mulgan's novel. In contrast, 
the process ofreading the bone people involves an extra step, the diispossession of the 
wild landscape (and the Maoritanga it contains) from the grandmother's exclusive 
clutches, enabling Pakeha readers to feel connected with New Zealand's natural 
environment. There are several aspects to this dispossession: the positioning of Tiaki; 
the positioning of the three protagonists; and the binaristic and hierarchical division of 
sex which, it can be argued, underpins the novel's representation of Maoritanga and 
Maori identity. 

The positioning of Tiaki 
The marked difference between the grandmother's and Joe's interaction with the well 
establishes him - the reader's point ofreference - as discrete from the supernatural. The 
same cannot be said of Tiaki . He, like Joe, does not have access to the contents of the 
well for "the water started boiling" when he tried to copy his grandmother (370). Yet 
he can see (what to the Western mind would be) ghosts of pre-European contact Maori, 
"the old people" (368). However, Tiaki's contact with the so-called supernatural realm 
is limited; he does not quite connect with these old people: 

they've looked to where I sit and shaded their eyes, squinting, as though 
they could see something but not enough. And once, [ ... ]I looked at my 
dog, and he'd gone misty. Insubstantial, until I put my hand on him, and he 
whined and licked my hand and when I looked back the old ones had gone 
(368). 

He is similarly disconnected from his grandmother's cannibalism when he tells Joe of his 
failure to follow her instructions - "I got the piece prepared and cooked, but I couldn't 
eat it" (353) - and when the bus driver says, "old Jack [that is, Tiaki ... ] They call him 
the last of the cannibals, but I don't think he really is" (335). Although the positioning 
of Tiaki very much dilutes the aspects of Maoritanga unpalatable to the Western mind 
(cannibalism and the supernatural), he still is tinged residually by these concepts. That 
is, Tiaki is a partial bridge rather than a fetish. 

This residue disappears when Tiaki dies and is buried. His divorce from his 
grandmother (and the conception of Maoritanga and Maori identity she exemplifies) is 
completed by his demand to be buried in "the cemete1y in town" and, notably, not in 
the traditional "[b]urial cave" in the bush with her "bones" (365, 353). This 
geographical shift away from the wild landscape effectively repositions "Maoriness" 
conceptually. Although the burial of Tiaki's body in an urban grave is not a tangi in the 
traditional sense, it is depicted as markedly "Maori." His body is adorned with his 
"cloak and pouwhenua, and his greenstone chisel" (375). A traditional Maori custom is 
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enacted when Joe plants a toetoe stalk or "tiri at the foot of the grave" so that "the soul 
c[ an] leave the body, and hang around in the sun for awhile ... [and] choose which way it 
want[s] to develop, the earthly or the heavenly" (377, 354). The positive adjectives in 
the description of the tiri in place - "[t]he silver drops slide down the golden stalk" 
(3 77) - treasure or venerate Maoritanga, the urban burial and Joe, now a practising 
Maori. 

It is significant that Joe is the only Maori mourner at Tiaki' s funeral. He had asked 
Tiaki, with a tangi in mind, "what marae? Who are your people?" "No. People. 
They're dead" came the reply (365). This lack of marae and tribal connections works 
to reinforce the notion of Maoritanga and Maori identity as singular with regard both to 
Tiaki and his grandmother, for no other practising Maori present conflicting versions. 
The bone people represents three progressive phases of this singular Maoritanga and 
Maori identity. 

The positioning of the three protagonists in relation to Maoritanga and Maori 
identity 
The revised version of Maoritanga eventually associated with Joe, Kerewin and Simon 
supplants the versions represented by the grandmother and then by Tiaki, as is 
indicated by Tiaki's death and the rejection of the grandmother - and all she represents -
by the mauri (as discussed more fully below). Moreover, the final joining of Kerewin 
with Joe intensifies their representativeness. It is stated that Joe is "Ngati Kahungunu" 
from the "east coast" of the North Island, but he - and part of his extended family - live 
on the West Coast of the South Island, as far way as possible, as if to make a point 
(357-8). Kerewin - who also identifies as Maori - is not featured as having a particular 
tribal affiliation. The setting of the bone people in the South Island also assists with the 
positioning of Joe and Kerewin as exemplary Maori characters for Pakeha readers, 
especially as the vast majority of these readers lived in the North Island. I It would have 
been easy for North Islanders, who traditionally have viewed the South Island as 
marginal, to accept the bone people's construction of representative Maoriness for 
nothing these readers already knew contradicted this scenario (the South Island has had 
a relatively thin Maori population). The novel's construction and representation of 
Maoriness may have been different to North Islanders' experiences of Maori in their 
Island, but the general perception of the South Island as discrete and "empty" allowed 
an imaginative "filling" with Hulme's scenario. In this reading, the South Island works 
like Arcadia in Renaissance texts or the Green World in Shakespeare's plays, as an 
"other" place in which transformation occurs and the "truth" can be discovered. 

The singular or pan-Maoriness signified by the bone people is reinforced by Joe's 
research. He initiates "a correspondence with several North Island elders and two 
libraries, trying to find out[ ... ] what one of the founding canoes could be buried here[ .. ., 
w ]hether there was any ancient lore concerning a pact with such a nebulous entity as the 
mauri of Aotearoa and any tribe of the old people" (382). However, the canoe and tribe 
are never identified; thus, the mauri is open for interpretation as a pan-Maori entity, 
available to all. 

1 The 1981 census records that 73 .1 % of New Zealanders lived in the North Isla1t1d and 26 .9% in the 
South Island (New Zealand Registrar General's Office et al 1983 72). 
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Eventually, Simon's joint guardianship - with Joe and Kerewin - of the mauri implies 
that Maoriness is not biologically determined but a state of mind, a spiritual awareness 
(or an ethnic rather than racial state of being). It is telling that the grandmother, for all 
her "alien" characteristics, predicts and validates Joe's, Kerewin's ana Simon's eventual 
guardianship of the mauri. The tenor of her untroubled assigning of the mauri to them 
corresponds with the doubt cast upon her possession of Maoritanga's secrets by Tiaki's 
comments, such as, for example, "[n]o-one can be blamed for giving her information that 
she maybe should never have known" (370). Her right to cultural secrets is more subtly 
questioned when he points out that she "had the right to this piece of land, through her 
mother's sister, who never was married" (370). It is implied by the bone people itself 
that patriarchy - positioned as the "norm" - has been thwarted and the version of 
Maoritanga exemplified by the grandmother is an imposition that only appears to be 
true. Indeed, the mauri is pointedly shown to be incompatible with her; Joe went 
"[p ]ast the cave where the old woman's bones are entombed forever - he ran to look 
there, and, the stone [containing the mauri] grew too heavy to carry. He took the hint 
and turned back onto the track" (385). Overall, the positioning of the grandmother in 
relation to the mauri signifies that a perception of Maori and Maoritanga as alien and 
occult is invalid, should be rejected in order to uncover what the novel depicts as the 
"truth." 

Tlte underpinning oftlte transformation of Maoritanga and Maori identity by a 
binaristic and ltierarcltical division of sex 
It is intriguing that a notably female character exemplifies the bone people's initial 
representation of Maori identity and Maoritanga, particularly as she is supplanted in 
this role by Tiaki and then Joe (with Simon and Kerewin, a woman who prefers to think 
of herself as a neuter). Here, it could be argued, sex works as a marker of difference, a 
means of separating versions ofMaoritanga within the bone people; that is, from the 
point of view of the vast majority ofreaders, who, in 1980s New Zealand, perceived 
and experienced self and identity within a hierarchical dichotomy of sex. I 

The liberal feminism and less popular radical feminism of that time did not question a 
binaristic division of sex, taking it for granted as a fundamental organising principle, for 
" [l]iberal feminism developed from liberal humanism, stressing women's parity with 
men, based on 'universal' values," and radical feminists' essentialistic approach 
"[s]tresses superiority of female attributes and differences between male and female 
modes," and "[f]avors separate female systems" (Austin 5, 6). It is only since the mid-
1980s that theorists such as Butler, for example, questioned the assumption that a 
binaristic division of sex is a given in Gender Trouble (1990) and Bodies That Matter: 
On the Discursive Limits o/Sex (1993). Having acknowledged Butler's approach, I will 
leave it for a little while, for my first concern is to detail the bone people's implications 
for the very many people who bought and/or read it, people who were interpellated by 
particular ideologies. This done, I will utilise Jackson's material feminism and Butler's 
revolutionary theory to interrogate these implications. That is, I am considering the 
novel within the ideological climate of its social context and then - with the benefit of 
hindsight and theoretical developments - observing the constraints imposed by the 
assumptions underpinning the novel and the mythologies it signifies. 

1 See footnote 1, page 43. 
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The bone people's association of its depiction of the supernatural with the female 
grandmother, and not with Joe (as noted above), contrasts with the situation in 
Ihimaera's The Matriarch (1986), in which both female and male characters have 
supernatural powers; for example, Artemis (the female protagonist) is told, "your 
power has taken you too far. You stride too close to the border between darkness and 
light," and "[h]olding the paddle Rapanga i te ati nuku in his right hand Tamaka ariki nui 
invoked spiritual blessing and power upon the sacred ark, investing the waka with 
psychic force so that it became suddenly, and glowingly, alive" (Ihimaera 1986 258, 
emphasis added). Ihimaera's and Hulme's novels are of the same era and are similarly 
concerned with representing Maoritanga and Maori identity. The bone people's 
eventual disassociation of its conception of Maoritanga from the feminised supernatural 
allows a Pakeha identification with Maoritanga that is not available from The Matriarch 
(provided that the reader is male or practised in reading from a "male" perspective). 

The bone people's presentation of femaleness does not just mark difference, it incites the 
rejection of that difference. Susie Orbach, writing in 1978, observes that "[f]at offends 
Western ideals of female beauty" (i). More specifically, Maud Ellman argues that the 

fat woman, particularly if she is non-white and working-class, has come to 
embody everything the prosperous must disavow: imperialism, exploitation, 
surplus value, maternity, mortality, abjection, and unloveliness. Heavier 
with projections than with flesh, she siphons off this guilt, de:sire, and 
denial, leaving her idealised counterpart behind: the kind of woman one sees 
on billboards, sleek and streamlined (14). 

The Matriarch's grandmother is one of these idealised women with her "athletic body" 
and "extraordinarily beautiful" face (121, 29). In contrast, it is very likely that the 
majority of the bone people's readers in the 1980s would have found Tiaki's 
grandmother unattractive, if not repellent. She "was tall, taller than I am [says Tiaki], 
and heavy with muscle and fat. A big woman, a very big woman" (359). Although 
"tall[ness]" does not have a strong implication, the use of "heavy," "muscle," and "fat" 
emphasises and intensifies the grandmother's physicality (359).1 This almost bestial 
quality is reinforced by a description of her teeth as "huge, like a horse's" (359). 
Furthermore, her sex is shown as a direct cause of her repulsiveness when Tiaki says 
she "had a disease in her private parts, and her smell was offensive'" (359). Hulme could 
have chosen any other body part to describe as diseased and smelly. What is the effect 
of this negative portrayal of a female body, of the projection of corporeality onto 
woman? The mauri's divorce from the grandmother - and the ethos she exemplifies -
effectively splits what the bone people represents as spirituality from its depiction of 
corporeality. 

This valorisation of spirituality (over corporeality) is intensified by choices made about 
narrative perspective. Useful parallels can be drawn between the bone people's 
grandmother and Shakespeare's Sycorax in The Tempest (1611) regarding this. Most 
generally, both female characters have controlled their respective natural and wild 
environments before being superseded by another regime. Both are reported as 

1 Man Alone, contextualised by an earlier social milieu, notes that the reluctant aind rude waitress is "fat" 
(1 O); that is, her body is presented as further proof of her laziness in an unsympathetic portrayal. 
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possessing supernatural powers; The Tempest's Sycorax is a "witch" who could create 
"sorceries" (1.2.263 - 264). Hers is the "darkest view of magic" in the play, described 
by Stephen Orgel as "the perverse, irrational, violent, malicious, vindictive principle in 
nature, progenitor of monsters, lover and agent of the devil on earth" (21 ). For example, 
Sycorax's commands are described as "earthy and abhorred," and Prospero says to 
Caliban, "[t]hou poisonous slave, got by the devil himself I Upon thy wicked dam" (1. 
2. 273, 1. 2. 320-1). The denigration of Sycorax here effectively through the means of 
her female sex (her peculiarly female ability to reproduce) draws to mind the bone 
people's parallel emphasis upon the grandmother's diseased and smelly female genitals 
as a strategy to render her disgusting. The marginalisation of Sycorax and the 
grandmother is intensified by their lack of voice. Neither appear in their respective 
textual worlds, although the dead grandmother's own perspective would be in keeping 
with the supernatural context of "The Kaumatua And The Broken Man." This 
exclusion works to centre Prospero and Tiaki as normal and acceptable and, thus, to 
cement their negative descriptions of Sycorax and the grandmother. 

While The Tempest works overtly towards the confirmation of patriarchy in the 
projected "nuptial" of Miranda and Ferdinand (5. 1. 309), the bone people is not an 
explicitly masculinist text like Man Alone. The centring of maleness occurs, rather, 
predominantly in the reading process. The bone people's implied rc~ader is constructed 
as "other" than female through the novel's employment of a marginalised female 
character as a metaphor for threatening, overwhelming and/or repulsive difference, 
difference which must be disavowed for comfort, in order for what the book represents 
as Maoritanga to become available. Finally, in the story, the newly present mauri 
occludes the initially alien nature of Maoritanga and Maori identity. That is, an ethos 
originally characterised by cannibalism, corporeality and the occult becomes purely 
spiritual in a form comprehensible and comfortable to readers with a traditional Western 
frame of reference. 

The transformation of New Zealand's natural 
environment 
At the same time, the mauri works to disavow what the bone people depicts as the 
initially alien nature of New Zealand landscape. Overall, the transformation of 
landscape in the bone people accommodated a widespread New Age desire for a natural, 
unspoilt, "clean and green" paradise; it also catered for the general shift among Pakeha 
by the early 1980s from their perception of New Zealand as a colony to their desire for 
a local identity. In such "anticolonial struggles the local may well be evoked as some 
pure residual, untouched by the force of imperialism" (Jacobs 30). This is the situation 
in the bone people, although the novel's dual satisfaction of what can broadly be termed 
Maori and Pakeha anticolonial urges involves more complexity, that of the kind 
indicated by Clifford's statement that "[i]f authenticity is relational, there can be no 
essence, except as a political cultural invention" (12). The bone people's portrayal of 
the mauri as authentic is relational. It rests upon hierarchical dichotomies of ethnicity, 
as well as sex, which are played out in the representation of landscape. 

The depiction of the mauri as pure, residual and local is built - in part - upon a 
representation of Maori as falling into two groups in terms of their relationship to New 
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Zealand's natural environment. Tiaki tells Joe (and the reader) that Maori settlers 
originally enjoyed a paradisiac existence, thanks to the mauri: 

when the old people alTived here [he says], they induced or maybe it alTived 
of itself, the spirit of the islands, part of the spirit of the earth itself, it 
rested in the godholder they had brought. [ ... ]I was taught that it was the 
old people's belief that this country and our people are different and special. 
That something very great [that is, the mauri] had allied itself with some of 
us, had given itself to us (364). 

The Western mind, familiar with this concept of an originary paradise, is equally at 
home with the corresponding notion of the Fall: " [b]ut we changed [Tiaki says]. We 
ceased to nurture the land. We fought among ourselves. We were overcome by those 
white people in their hordes. [ ... The mauri] retired into itself when the world changed, 
when the people changed" (364). These associations with pacifism and conservation 
made the bone people's conception of original Maoriness accessible and attractive to 
anti-nuclear and/or New Age Western(ised) readers in the 1980s. The mauri 
encapsulates this originary Maoriness. Its eventual re-emergence involves a 
transformation of the natural landscape. If the wilderness in Man Alone is read through 
a psychoanalytic framework, the presence of the fetishistic Crawley and Johnson render 
the initially alien and overwhelmingly powerful Kaimanawas safe and manageable to the 
colonial reader. A parallel reading can be made of the c01Tesponding aspect of the bone 
p eople, this time in terms of the making of the New Zealand landscape - enmeshed as it 
is with Maoritanga - safe and manageable for the Pakeha, postcolonial reader. 

The natural New Zealand environment initially is characterised as alien, threatening, 
mysterious and lacking in both novels. The bone people differs from Man Alone as this 
lack is an intra-textual concern in the later novel. That is, although an explicit and full 
description of the mauri appears - it is "part of the spirit of the earth itself' - its 
absence is emphasised; it "sleeps now. It retired into itself' (364). Such positioning 
highlights the possibility of the mauri' s re-emergence, more specifically, of its rebirth, 
for it is located deep in the recesses of a "great natural well, like a sinkhole, a cenote, [ .. . ] 
fo1med in the rock" underneath a "weathered stratum of rock mak[ing] an overhang" in a 
" 'gorge" (366-7). Drawing an analogy between these visible signs (paradoxically) 
marking the absence of the mauri and the female genital region may seem like wild 
psychoanalysis. I Yet the analogy is strengthened by Tiaki' s comment that he has been 
in the gorge when "the earth was creaking and groaning as if she was giving birth" (368). 
This analogy is also reinforced - less directly - by Tiaki's reference to "Papa (354): 
Papatuanuku is the "eaiih mother," "earthness" and "nursing parent," who with Rangi -
the sky father - are Maori ' s "primal parents" (Grace and Kahukiwa 22, 66). It is 
intriguing that the delivery of the mauri from the depths of the well erases what can be 
read as the landscape's "female" features: "[t]he great overhang has gone. There is a 
pale gash on the freshly exposed rock above the pool. And the pool, the living green 
pool, is buried under a thousand tons of rubble" (384). It could be argued, then, that the 

lshoshana Felman refers to Freud's essay " 'Wild' Psychoanalysis" (in which Freud outlines a gross 
simplification and application of his psychoanalytic approach (1910 221-2)) to question the 
literalisation of sexuality in a text by a critic: "in order to reduce [the text] , overcome the difficulty of 
the ambiguity, eliminate the text's rhetorical indecision by supplying a prompt answer whose 
categorical literality cannot avoid seeming rudimentary, reductive, 'vulgar"' (102-19). 
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newly present mauri works as a fetish in disavowing difference, lack, mystery and 
threat in terms of the natural New Zealand environment as well as Maoritanga. 

As the mauri is always positioned as separate from the earth (which contains it 
initially), it (like Tiaki) can be divorced from the natural environment, from the 
grandmother's cultural domain (that is, from the supernatural, cannibalism and 
corporeality). This divorce is assisted by the mauri ' s appearance as "a hump in the 
dusk, a round, a thing the size he could hold in his two spread palms" (384). It is easy 
for Joe to pick it up and take away in his "pack" (385). The manifestation of the 
spiritual force in this concrete form strongly implies that the version of Maoriness 
associated with the grandmother is inauthentic, temporary and, thus, should be left 
behind for something more "trne." By means of this narrative, Maoriness also becomes 
something that is mobile. 

The transformation of nature 
The mauri's relocation away from the area in which it first appears also contributes to a 
more general transformation of what the bone people represents as New Zealand's 
natural environment. To read this transformation most fully, I will leave the 
psychoanalytic approach and utilise a semiotic model. In the previous chapter about 
Man Alone, I noted Gibson's point that landscape can act as a sign in myths of national 
identity (1993 213) and Bell's observation that "[i]n New Zealand we can see that 
nature and landscape have become a powerful identity myth" ( 48). In the following few 
paragraphs I am concerned not so much with landscape per se as with the more general 
concept of nature, as manifest in New Zealand (a subtle but important difference). In 
the bone people, what is depicted as nature is transformed from being something discrete 
and threatening to the Western reader into an attractive and benign entity. 

The new presence of the mauri does not nullify a second lack in the: natural 
environment, one established by Tiaki's grandmother's prophesy that "the stranger [ ... ] 
the digger [ ... and] the broken man" shall inherit the guardianship of the mauri from Tiaki 
(360). The eventual fulfilment of this mysterious prophecy by Joe, Kerewin and Simon 
encourages the implied reader to fully connect with New Zealand's natural environment. 
That is, although the wilderness is always already culturally mediated by Tiaki's 
presence, his pronounced affinity with Maoritanga (to a large but limited extent) 
distances him to an extent from the Pakeha reader. Tiaki' s burial in town only partially 
assuages this cultural distance. The bone people's version of nature and Maoritanga 
(together) are literally and conceptually brought even closer to the ideal reader when the 
mauri is transferred from its original situation "in the middle of bloody nowhere" (335) 
to the home that Joe will share with Kerewin and Simon. It is not an urban home, but it 
is not too far from the town of Whangaroa either, and, by extension, from the urban 
situation of the vast majority of the bone people's readers. I 

The three protagonists' new house itself signifies a new cultural mediation of nature, its 
recreation in terms comprehensible and comfortable for readers steeped in a traditional 
Western perspective. The "spiralling" house reflects "[s]un flowers and seashells and 
logarithmic spirals[ ... , the] sweep of galaxies and the singing curve of the universe[ ... , 

1 As documented in footnote I, page 73. 
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and] the oscillating wave thrumming in the nothingness of every atom's heart" (442). 
Nature has become categorised and contained in terms of mathematics and science, in 
line with the traditional Western reductionist1 approach. The harmony invested by the 
bone people into this final ordered version of nature further supplants the book's initial 
po1irayal of nature as alien, wild and dangerous (as emphasised by the "creaking and 
groaning" in the gorge and the "violent" "earthquake" (368, 380) ). 

The spiral house also is very different from Joe's initial residence. As noted above, the 
absence of nature at the first house signifies his divorce from traditional Maoritanga, 
according to the bone people. He existed in this ex-state house in Western-style models 
of individualism and the nuclear family (or the remains of this in Joe's case). The 
"canvas-covered birdcage" in the kitchen of this first house is a potent symbol of the 
limits of Joe's (and Simon's) isolation (76). As soon as the cover is taken off, the 
budgie begins communicating (from a human point of view at least), "cracking its beak 
and twittering" (77) . Kerewin calls the reader's attention to the symbolism of the 
budgie when it is noted that she "dislikes birds in cages" (77). In contrast to the covered 
cage and Joe's and Simon's nuclear family-sized first house, the final spiral home 
represents a positive shift to what the novel presents as traditional Maori collectivism, 
an extended family situation. In this reading, the presence of nature - in the form of the 
spiral - in the three protagonists' final residence signifies their investment with 
Maoritanga and Maori identity at the end of the story. 

Further, the supplanting of the novel's initially alien version of Maoritanga (a 
complexity involving the supernatural, cannibalism, corporeality, mystery and lack) by 
the mauri lends a spiritual quality to Maoriness and closely associated nature. The 
singularity of the simply spiritual mauri is a concept easily grasped by minds used to 
the traditional Western - read Christian - concept of spirituality, of a single God's 
grace.2 The sinking and disappearance of the disc containing the mauri into ground 
surrounding the spiral house also has the effect of investing the natural environment 
with a spiritual quality. This transformation of the mauri back into an abstract force 
also connects characters with nature on a spiritual level - inside themselves; the mauri is 
experienced as "a sort of pricket and tremble in our gut" ( 445). "[O]ur" refers here to 
Joe, Kerewin and Simon in particular and their extended families - also present at the 
paiiy in the spiral house - in general. Thus, in the Epilogue, it can be observed, the 
mauri works to enmesh what the bone people finally depicts as nature, Maoritanga, 
Maori identity and spirituality. 

1 In a section entitled "RATIONAL CONSCIOUSNESS AS LIBERATION AND POWER" Geoffrey 
Price observes that "in Descartes, the conscious ego extends its indubitable self-knowledge to include 
the object, reduced to those measurable qualities which are relevant to its purposes. The subject's 
intellectual mastery of its object is guaranteed by possessing its essential nature with mathematical 
clarity. [ ... ] The knowing subject thus asserts its right to view the world from the imaginary 
viewpoint of a Galilean thought-experiment. It places itself outside the shackles of earth-bound 
experience, and surveys nature from the perspectives of the isolated mind" (129). Price cites the 
following works in his statement: H. Arendt, The Human Condition (Chicago: University of 
Chicago Press, 1958), 265; W. Barrett, The Illusion of Technique (New Yoirk: Anchor Press
Doubleday 1978), 151; and R.H. Popkin, The Histo1y of Scepticism from Eramus to Spinoza, 2nd 
ed. (Berkley: University of California Press, 1979), chapter 9. 

2The theological meaning of"grace" is "[u]nmerited favour of God, divine regenerating, inspiring, and 
strengthening influence" (Sykes 463). 
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Moreover, the mauri is markedly inclusive; Simon is as much part of the final scene as 
the biologically Maori characters. The noting of his "silvery moon [ .. . and] silvergold 
hair" underlines this inclusion of a biologically (or racially) Pakeha character ( 443-4), 
one whose Irish origins are emphasised in the novel. Hence, the geographical and 
cultural journey to Maori identity vicariously shared by the reader with Joe is 
completed in the Epilogue. 

That said, it needs to be noted in this reading that the bone people's representation of 
New Zealand' s natural environment has to be invested with the mauri in order to work 
as a localising entity, both in the novel and in its second-order meanings. The local 
environment is depicted as strange and affected by colonisation, by Western commercial 
values; for example, Kerewin says, 

"[t]his place used to have one of the finest stands of kahikatea in the 
country." 

"And they cut it down to make way for those?" 
"They did," she says sourly. "Pines grow faster. When they grow. The 

poor old kahikatea takes two or three hundred years to get to its best, and 
that's not fast enough for the money-minded" (157). 

Anti-colonial sentiment is more general and explicit in Joe's response to a comment by 
Tiaki: 

"I can't imagine it [that is, the mauri] loving the mess the Pakeha have made, 
can you?" 

Joe thought of the forests burned and cut down; the gouges and scars that 
dams and roadworks and development schemes had made; the peculiar 
barren paddocks where alien animals, one kind of crop, grazed imported 
grasses; the erosion, the overfertilisation, the pollution (3 71 ). 

In contrast to the land's spoilt surface, the dormant mauri has remained untouched in its 
underground location. This construction of the mauri as authentic is underpinned by a 
hierarchical dichotomy of Maori/Pakeha (as well as by the constructed dichotomy of 
paradisiac Maori/fallen Maori as discussed previously). 

The mauri's existence prior to the European presence in New Zealand is emphasised; it 
is contained in a "stone that was brought on one of the great canoes" (363). Further, one 
of the reasons given for the mauri's dormancy is that Maori "were overcome by those 
white people in their hordes" (364). Curiously, then, the Pakeha reader's acceptance of 
the bone people's mauri-invested landscape as definitively authentic and local effectively 
involves their sundering from Pakeha colonial history. Hence, the mauri's final ethnic 
inclusiveness would be contradictory if the bone people did not also signify a 
transformed Pakehaness, a point which I will develop in a subsequent section, arguing 
that conceptions of Pakehaness can comfortably involve some revision. 

However, the female reader cannot be completely comfortable with the bone people's 
employment of the female body as a metaphor for the alien, threatening and corporeal in 
its transformation of what it depicts as Maoritanga, Maori identity, New Zealand ' s 
natural environment and nature generally. In fact, the female Pakeha reader must 
complete a psychological somersault in order to identify with this new mythology of a 
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local identity, for it occurs only through an implicit contrast with the grandmother and 
all she and her - notably - female body exemplifies. As is the case with Man Alone, the 
bone people's implied reader is not-female. Yet while Man Alone is underpinned by 
simple and corresponding hierarchical dichotomies of sex and gender (centring men and 
masculinity while marginalising women) the situation is a little different in the bone 
people. A neat observation about dichotomies of sex and gender underpinning the novel 
in its entirety is - apparently - complicated by the characterisation of Kerewin. 

A Good Keen Woman? 
From a superficial reading, Kerewin appears to offer the feminist reader a superb 
vicarious experience. She has financial independence, autonomy, agency and 
subjectivity, as well as the physical and verbal ability to assert herself. Previous critics 
have lauded the bone people's iconoclasm in this area. For Shona Smith, the novel 
involves a "breakdown of traditional gender differences and sex roles," and she sees 
Kerewin "as a woman rendered both living and realistic by the skill of her creator" (1984 
47, 44). More abstractly, Leonard Wilcox states that the bone people is "a critique of 
binarism (the presence/absence of the phallus, the male/female dichotomy)" (357). 
However, a close study of Kerewin and her second-order meaning reveals that, while she 
can be labelled "feminist" in one sense, the bone people's apparent subversion is limited 
ultimately by the masculinist social hegemonies it seems to attack. This limitation is 
intensified by the novel's own underlying confusion of sex with gender and sexuality, 
and by its implicit denigration of the female body. Actually, Kerewin is an unrealistic 
character. She was a feminist role model of irreconcilable contradictions for readers in 
the mid 1980s, the heyday of the bone people's popularity. 

My reading of the bone people as a paradox, as a feminist and implicitly misogynist text, 
is informed by aspects of the work of Jackson, Butler and Spivak and a joint essay by 
Gisela T. Kaplan and Lesley J. Rogers. In Jackson's essay, "The Amazing 
Deconstructing Woman" (1992), she questions postmodemism's decentering of the 
subject, pointing out that it is possible and necessary - given patriarchy - to "retain a 
conceptualisation of womanhood as a material reality without positing some essential, 
pre-given femininity" (31). She takes what she terms a "materialist stance," one which 
"allows us to think of 'women' as a socially constructed category without denying the 
existence of women" (31 ). Butler would agree with Jackson here, for she points out that 
"the question never has been whether or not there ought to be speaking about women," 
adding that - for feminist reasons - such speaking will and must occur: "the category of 
women does not become useless through deconstruction, but becomes one whose uses 
are no longer reified as "referents," and which stand a chance of being opened up" (1993 
29). Surely, as Butler argues, "it must be possible to both use the term [that is 
'women'], to use it tactically even as one is, as it were, used and positioned by it, and 
also to subject the term to a critique" (1993 29). I take this stance in my analysis of 
Kerewin's cultural significance. 

Butler differs, however, from Jackson on the point of materiality, asking "how and why 
'materiality' has become a sign of irreducibility; that is, how is it that the materiality of 
sex is understood as that which only bears cultural constructions and, therefore, cannot 
be a construction" (1993 28). In effect, Butler's question is reinforced by Kaplan and 
Rogers in "The Definition of Male and Female: Biological Reductionism and the 

8 1 



Sanctions of Normality" (1990), observing as they do that the "concept of normality is 
linked to the construct of a male-female dichotomy" and "[w]ithin [such] rigid 
categories, variations from the nmm are not easily accommodated. Differences must be 
either denied, ignored, or, worse, accentuated as deviant" (218, 217). Butler's, Kaplan's 
and Rogers' work raises important issues which I will discuss in regard to the bone 
people. Before that, however, my theoretical approach needs to acknowledge and 
accommodate the general ideological climate of New Zealand in the mid 1980s. I am 
aware - as Jackson is - that feminism (in its most general sense) assumes women's 
shared identity based upon the biological category "female." Like Jackson, I do not 
presuppose any meaning(s) invested into the material female body. As Spivak notes, 
one needs sometimes to choose to be a strategic essentialist in order to fight sexism (11). 

I will, then, first read the bone people as a liberal feminist text (that is, as concerned with 
the equality of women with men within existing - and traditionally patriarchal - social 
ideologies and systems), before making a materialist feminist critique of what Kerewin 
offered to female readers in the 1980s. Then I will consider her in light of Butler's 
interrogation of the category of sex (of a dichotomy of 'female' and 'male' bodies) and 
Heath's interrogation of the contemporary conception of sexuality. 

A liberal feminist reading of Kerewin 
The bone people reflected the liberal feminism generally evident in New Zealand's social 
milieu during the heyday of its popularity. That is, overall, readers' perceptions and 
experiences were grounded within a masculinist context, even given second wave 
feminism. To explain: in New Zealand, traditionally, "femininity" was formulated in 
terms of a binary opposition to a particular "masculinity."I Hence, a departure from 
traditional expectations of women always involved at least implicit reference to (and, 
subsequently, reinforcement of) the established hierarchical dichotomy of gender. This 
paradox is integral to liberal feminism. In other words, its perception and description of 
a woman as "as good as a man" still centres men as the norm. 

Such inherent masculinism is evident in Mark Williams' statement that Kerewin "has the 
familiar features of a New Zealand literary type: the outback, laconic, do-it-yourself 
bloke with his tall tales and adventures. Part of her concealed and presumably shameful 
paternal lineage is Barry Crump" (1990 107). Although there is some truth in this 
statement, it seems that Williams (mis)reads the text to an extent in order to confirm his 
own experience and perspective, deals with the new and strange by making it conform 
to the known. Certainly, Kerewin cannot be termed laconic; for example, she says, 

I've been fascinated by you two these past few months. You've got, you 
had genuine love between you. You've given him as solid base of love to 
grow from, for all the hardship you've put him through. You've been mother 
and father to him. And probably tomorrow they'll read you a smug little 
homily, castigating you for ill-treatment and neglect (325). 

Further, Kerewin's "verbal agility" is observed by Shona Smith (1984 48); Stead notes 
that she is "word obsessed" (1985 106), and Judith Dale points out that Kerewin is 
"wondrously creative in her ribald swearings, puns and word-play" (414); for example: 

I See footnote 1, page 43 
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"sheeit and apricocks" and "seeds of a tree, golden seeds for golden flowers, seabourne 
to make more sea-trees" (149, 125). In contrast to Williams' limited and limiting 
commentary, Dale's reading considers the ways in which the characterisation of 
Kerewin effectively revises a traditional mythology. 

She describes Kerewin as "a new and more sophisticated version of the Godzone 'man 
alone'" (pointing out that she can "fish, build a fire, build a house, boot pine cones, zap 
blowflies, all with infallible accuracy"), while also noting Kerewin's explicit "inner life" 
(Dale 415), which is not a subject of concern in Crump's action stories or Man Alone. In 
discussing the intricate workings ofKerewin's mind, Dale challenges earlier analysis, 
concluding that "the question is not her unprocreativity but her asexuality" (424) (the 
issue of a lack of sexual inclination is equally applicable to Mulgan's protagonist at the 
end of that novel but it has not, until now, featured in critiques of Afan Alone). While I 
agree with Dale that Kerewin's asexuality is the primary issue, it could be argued that 
her unprocreativity is implicitly connected with her asexuality by the bone people itself. 
I do not mean to imply support for a fundamental correspondence between women's 
sexuality and reproduction here; far from it. Rather, I am exploring the close links 
between Kerewin's characterisation in psychosomatic terms and her embodiment of a 
revised masculinist myth. 

Ultimately, the bone people can be read as working to reify essentialism and 
masculinism, limiting social change to a large extent. This reification occurs despite the 
fact that the characterisation of Kerewin apparently defies any essentialistic connections 
between sex, sexuality and gender, the connections which govern hierarchical 
heterosexuality; that is, the narrative always refers to Kerewin as "she" (3, 237 and 445, 
for example); she says "while I have an apparently normal female body, I don't have 
any sexual urge or appetite. I think I am a neuter" (266); and Joe tells her that "Sim 
wasn't sure whether you were man or woman" (48). Yet the view can be put that there 
is a metaphorical erasure of Kerewin's female sexual and reproductive capacity, rather 
than a celebration of a dismantling of traditional connections between sex, gender and 
sexuality. She can be read as effectively becoming "not-female" by the end of the novel. 
The following explanation and development of this complex point divides roughly into 
two sections: a focus upon Kerewin's body and its second-order meanings and, then, a 
consideration of the ways in which she does and does not challenge traditional 
conceptions of sexuality. 
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Kerewin 's Body 
Kerewin's own perception of her body is complicated and contradictory. An aspect of 
Michel Foucault's theory about sexuality helps explicate her assumptions about sex and 
sexuality. Foucault points out that the notion of sexual identity as the core of one's 
being is a relatively recent invention: "[i]n the space of a few centuries, a certain 
inclination has led us to direct the question of what we are, to sex" (78).1 This notion 
lay at the core of the revolution in sexual thinking in the 1960s. Heath argues, along the 
same line as Foucault, that "sexuality is without the impmiance ascribed to it in our 
contemporary society. [ ... It is] not a liberation but a myth, an ideology, the definition 
of a new mode of conformity" (2-3). Similarly, in their introduction to Powers of 
Desire: The Politics of Sexuality (1983), Ann Snitow, Christine Stansell and Sharon 
Thompson observe that "[ a]s we create masculinity and femininity, so we also make 
love. Sexuality is a construct" ( 10). What, then, are the constructions of sexuality and 
sexual identity governing the bone people's characterisation of Kerewin? 

Ultimately, Kerewin herself presupposes that sexual identity is the core of one's being, 
even whilst she attempts to transcend this notion. This attempt is evident in what she 
calls her "neuter" personal pronoun: "ve/ver/vis, I am not his, vis/ve/ver, nor am I for 
her, ver/vis/ve, a pronoun for me" (426). One way of interpreting this particular framing 
of her chosen pronoun is to observe that she assumes both sex and sexual orientation to 
be binaristic. She is separating herself from pronouns based upon s:ex (as they are in 
English), for - in her terms - these sexed pronouns have an essential correspondence 
with a sexual orientation towards an opposite sex. Hence, she feels that she cannot be 
neutral in terms of sexuality and be of the female sex. Nor does she want to be of the 
male sex (to be known by an equivalent of "he"), for - on her terms - this would involve 
an essential sexual desire for women. Primarily, it is a divorce from sexuality that 
Kerewin wants, but - for her - this involves the elision of sex. 

Another way of interpreting Kerewin' s framing of her "neuter" pronoun is to observe 
that she acknowledges a sexual desire for women as a possibility. At the same time, her 
choice of pronoun separates her from a sexual orientation towards women as well as 
towards men. In this second interpretation, Kerewin still assumes a binaristic sexual 
orientation for a female person, lesbianism or heterosexuality. She also claims herself 
as a sexuality free zone by divorcing herself from pronouns which·· to her - necessarily 
reflect a heterosexual or lesbian sexual orientation. These two interpretations of 
Kerewin' s "neuter" pronoun can co-exist. Both reveal her fundamental belief in sexual 
orientation as a marker of identity, even as she attempts to transcend such an 
identification. Ultimately, she is caught and limited by her conceptual boundaries, like a 
fly caught in a spider's web, buzzing loudly but ineffectually. 

Kerewin's underlying belief in an essential connection between sex and sexuality is also 
apparent when she describes people like herself as being "kind to mother earth" as they 
"don't seek to stock her with replicas of self," and explains that, "we're neither homed 
nor slatted, a twilight of the genders" (277). Even if she is speaking metaphorically 
here, she is confusing sex with sexuality and that with reproduction; it is perfectly 
possible to be male or female - to be "homed" or "slatted" - and to be celibate or to have 

1 For Foucault, here, the term "sex" refers the experience and expression of sexuality. I, however, need 
to retain a clear distinction in my discussion between the term "sex" - used to refer to physiological 
features - and to the term "sexuality" used to refer to the experience and expression of sexual desire. 
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sexual relations with no intention of reproduction. I Further, this claim to be neither 
male nor female does not tally with her previous description of her "apparently normal 
female body" (266). One way of making some sense ofthis confusion inherent in 
Kerewin' s perception of herself in terms of sex and sexuality is to bring gender into the 
equation. 

There is a long-running and sophisticated debate about whether gender is socially 
constructed or biologically innate, that is, following essentially from sex; this debate 
assumes that "sex" and "gender" are meaningful categories.2 More recently, theorists 
such as Butler have complicated the terms of this debate, by interrogating the notion 
that "sex must still be presumed as the irreducible point of departure for the various 
cultural constructions it has come to bear" ( 1993 28). Butler asks, "what kinds of 
constructions are foreclosed through the figuring of this site (that is,, material sex] as 
outside or beneath construction itself?" (1993 28). To apply this question to the bone 
people: what effect does Kerewin's assumption that sex and sexual orientation are 
connected core markers of identity have in terms of her gender (her appearance, abilities 
and actions)? 

Kerewin's gender is repeatedly highlighted as ambiguous in terms - significantly - of 
corresponding dichotomies of sex and gender. For example, in addition to Simon's 
confusion about her sex (noted above), she is taken for a man by a builder, notably a 
member of one of the most stereotypically masculine of professions and who, therefore, 
would presumably be very hard to deceive: "he discovered I wasn't male under the 
denim and leather and silk. ' Censored (says the builder]. Never thought a woman could 
use a hammer like that' " ( 433). Both Simon and the builder think in terms of a 
binaristic division of sex, seeing Kerewin as a man or a woman, even if Simon cannot 
decide initially and the builder makes a mistake. Her gender guides their choice about 
her sex. 

Does Kerewin's tricking of Simon and the builder disrupt the notion that gender is 
essentially connected with sex? It does to an extent, on a superficial level, but, 
ultimately, the novel itself presents Kerewin in terms of an essential connection 
between gender, sex and sexuality. That is, while acknowledging that she has a "female 
body" she prefers to see herself as sexually neutral (that is, as not female or male, 
neither "horned" or "slatted" (277)); she also lacks sexual desire and orientation(s), and 
breaks out of the traditional female gender role and gendered identity to enjoy 
traditionally masculine activities such as building. In this reading, the bone people 
strongly implies that the subversion of gender necessarily relies upon the subversion of 
sex and sexuality. 

A comment by Kerewin's creator helps shed some light upon this situation. 

1 Very nearly reliable contraceptives had been invented by the early 1970s when Hulme began writing 
the bone people. 

2 Diana Fuss provides a succinct summary of the general debate within which the question of the 
determination of gender arises. "Anti-essentialists are engaged in interrogating the intricate and 
interlacing processes which work together to produce all seemingly 'natural' or 'given' objects. [ .. . 
C]onstructionists are concerned above all with the production and organisation of differences, and 
they therefore reject the idea that any essential or natural givens precede the processes of social 
determination" (2). 
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A neuter to me is not so much standing on the fence as being on both sides 
of the track at once [says Hulme]. You are then free to adopt whatever 
blend of qualities society deems to be specifically male or specifically 
female without being put on the line as to where your loyalties lie - sexual 
loyalties lie-you don't have them (S . Smith 1985 30). 

In other words, Hulme assumes that one cannot challenge binaristic social definitions of 
gender - of what she calls "qualities" - without one's sexual orientation being 
questioned. In her view, being neuter (even if metaphorically) gets around this problem. 
Neuter, for Hulme, means being non-sexual as well as being androgynous (that is, being 
constructed in terms of a traditional dichotomy of gender even while attempting to 
subvert this binary opposition). Fundamentally, then, Hulme believes that gender is 
intrinsically connected with sex and with sexual orientation; to challlenge one is to 
challenge all three, as is apparent in her characterisation of Kerewin. 

A comparison of Kerewin with Isobel in Beryl Fletcher's New Zealand novel The Word 
Burners ( 1991) is illuminating regarding this point. Both characters can be loosely 
termed feminist. Isobel ' s essentialist feminist politics are evident in the essay entitled 
"Talking Cunts," which she helps Wendy, her lover, to write; for example, 

now that the talking cunt is beginning to be diffused into language, art and 
culture, now that we enjoy each other's company, now that we no longer 
need the approval of non-cunts to feel important, educated and alive, now 
that we are creating an exciting cunt world of our own, now that we have 
lost our niceness and have realized our passion and our strength, now, now 
is our time, the time of the cunt, the time for the cunt to come into her own 
(Fletcher 229). 

Here, Wendy and Isobel, as radical feminists, are determined to overthrow patriarchy, in 
contrast to Kerewin whose liberal feminism is modelled upon traditionally masculine 
structures and strictures. At the same time, Isobel's gender - her attributes, actions and 
appearance - gives no hints about her sexual orientation. A man (who, obviously, 
confuses gender with sexual orientation) makes a sexual advance towards her, the irony 
of which is not lost upon Isobel, who says, "[h]e was trying to fuck me with his eyes, 
right in the same room as his wife. Do you think he would have given me any attention 
if he'd known I was a dyke?" (Fletcher 197). There are no necessary connections 
between sex, sexuality and gender in Fletcher's portrayal oflsobel. In comparison, it 
could be argued, the bone people's enmeshing of gender, sex and sexuality is one reason 
why Kerewin's preferred sexual neutrality and lack of sexual desire: feature so 
prominently in the novel. 

Another reason is found in the novel's underlying psychosomatic premise. Kerewin's 
psyche can be read as represented by her body, for, as Mary Douglas points out, "the 
body is a model that can stand for any bounded system. Its boundaries can represent 
any boundaries which are threatened or precarious" (115). R. D. Laing explains that a 
"firm sense of one's own autonomous identity is required in order that one may be 
related as one human being to another. Otherwise, any and every relationship threatens 
the individual with loss of identity" or "engulfment" ( 45-7). "The main manceuvre used 
to preserve identity under pressure from the dread of engulfment is isolation" (Laing 
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46), as is evident in Kerewin's subconscious defence against what she experiences as 
psychological engulfment through the medium of her body, by closing it off to others. 

It is clear that, for much of the novel, Kerewin cannot maintain a solid sense of self 
when she is in relationships with others; she thinks of her family "as draining something 
out of [her]" in the past and of Joe and Simon doing the same in the present: "[n]ear and 
dear friends be damned . .. what the hell are they doing to me? Sucking me dry it feels 
like. Emotional vampires, slurping all the juice from my home" (266, 278). "In refusing 
all human interaction," Susie O'Brien argues, Kerewin "ensures the preservation of her 
own identity -- which is, necessarily, sexless. Rather than acknowledging the absence 
by which sexual desire is constituted, Kerewin remains safe in the inviolable embrace of 
auto-eroticism" (81-2). O'Brien's statement is misleading, however, for it implies an 
extant state of fulfilment and closure. This state has ceased even before the novel 
opens: "[b]ut the pinnacle became an abyss, and the driving joy ended" (7). Kerewin's 
story can be read as a process in which, eventually, she gains (what Laing would term) a 
sense of autonomous identity through psychosomatic means. 

The tower is easily read as signifying Kerewin's physical withdrawal from the world, 
especially as she thinks, "I am encompassed by a wall, high and hard and stone" (7). 
Less obviously, the tower functions as a metaphor for her body; it is a "concrete 
skeleton, wooden ribs and girdle, skin of stone" (7). Yet however much the tower's skin 
- or external boundary - gives the impression of isolated independence, it is vulnerable, 
as Simon demonstrates when he lets himself in. 

His movement into the tower intensifies his trespass upon Kerewin's "almost island" 
(7) . Her discovery of Simon's "footprints" and his discarded sandal make an obvious 
reference to Daniel Defoe's Robinson Crusoe (1719) (as Edmond notes, 280), in which 
Friday ' s footprints signify his intrusion into Crusoe's individualistic state (15). My 
argument is (in part) an expansion of Anna Smith's undeveloped point that "Kerewin, 
who is constantly trying to shut out the unpredictable or to master it, finds Simon's 
presence overwhelming because he reflects a terrifying loss of control of body, of 
relationships with people and with the world" (152). I would add, more precisely, that 
Kerewin's previously precariously intact psyche' is disrupted by Simon's penetration 
of the symbolic tower; that is, the tower-body also represents her psyche. 

Kerewin's difficulty with emotional relationships is more directly manifest 
psychosomatically in "[n]ervous eczema," an "antagonist of childhood" (413, 41 2). The 
boundary of her physical being - her skin - is distressed, pointing to the disruption of 
her psyche as a child by emotional connections with her family (who, as noted above, 
"drain[ed] something out of her" (266)). Correspondingly, the eczema returns once 
Kerewin is consciously emotionally involved with Simon and Joe, after she has "struck
down" (330) the metaphorical tower, whose "skin of stone" has failed to keep her safe 
(7) . In this reading, the focus becomes intensified directly onto Kerewin's body at this 
point as the material site in which her struggle against psychological engulfment is 
played out. 

1 I use the term "psyche" for want of a better one to describe Kerewin's psycholog ical experience of her 
self. 
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Moreover, the penetration, so to speak, goes further than the disrupted boundary of her 
skin, reaching the core of her being. While Rod Edmond also observes that Kerewin's 
cancer is a "psychosomatic condition," he merely suggests that her "struggle is with the 
cancer of herself' and that she has a "need to accept others and herself' (278, 279). 
Edmond does not explore the implications of Kerewin's psychosomatic illness in terms 
of sex, sexuality and gender, as I shall now. 

The cancer, it can be argued, is the means by which Kerewin becomes not-female. 
During the holiday she shares with Simon and Joe at Moerangi, her ill health seems at 
first to be straightforward; Joe merely reports that she was " [ c ]rippled with bellyache" 
(185). However, when she describes "an insistent but minor ache in her gut" and points 
out that "she hadn't been hit there," the reader's curiosity is aroused about the source of 
the pain (187). A ferocious attack by what we later know is the cancer occurs just after 
Kerewin demonstrates her emotional involvement with Simon (by telling Joe that she 
knows about the beatings and subduing him physically to prevent him hitting the boy): 
"[ s ]he twists over to one side, hands pressed deep against her belly, a simulacrum of 
Joe's agony a minute back" (192). (Earlier, she had decided to not get involved: "[a]lone 
one can do nothing[ ... ] The amplifying hexagram[ ... ] is Hsu, Biding Time" (150).) A 
link is evident, then, between the onset of the cancer and Kerewin's newly 
uncontrollable emotional connection with another, her action to protect Simon. Her 
sexual inactivity - or the apparent physical discreteness of an "iron lady cool and virgin" 
- has failed as a psychosomatic means of protecting her psyche (96). The stakes are, 
thus, raised and the cancer can be read as the focal point in an intensified attempt to 
establish psychological comfort through the medium of her body. 

More specifically, it is possible to observe that the cancer works as a simulacrum of 
Kerewin's femaleness. The reader is made aware of her reproductive organs when she 
begins to be ill; she thinks that "the ache in her gut [ ... is] like a period cramp" (187). 
The novel is not direct about the exact location of the cancer - "the hard alien lump in 
her belly" (312) - for the doctor describes "the swelling and hardness" in her "stomach" 
(413). The terms "belly" and "stomach" refer to a large general area especially when 
applied to the body's exterior, as they are regarding Kerewin. However, indirect clues 
are provided about the cancer's nature and significance. Just after Kerewin notices the 
"insistent but minor ache in her gut" at Moerangi, Joe observes that she looks "[l]ike 
she's at war with herself. [ ... ] She doesn't look like a woman at all. Hard and taut[ ... ] an 
androgyne" (187). In other words, it can be observed that Kerewin's femaleness has 
become displaced into the cancer, it becomes a foreign - rather than integral - aspect of 
her body. 

An analogy can be drawn between the cancer and a foetus. I In this reading, both result 
from penetration (even if this is more metaphorical than literal in the case of the cancer): 
"[t]he only thing she can think about the searing pain in her gut is that someone has 
stuck a knife into her" (192). The cancer is parasitic and harmful; she thinks of it as a 
"thing that [ ... ] block[ s] her gut and suck[ s] her vitality" ( 425). Of course, a similarly 
parasitic foetus does not (as a rule) harm the mother. Why, then, does Kerewin 
demonstrate an extremely adversarial stance towards babies?: "[s]he fantasies some 
baby traps. [ ... O]nce yer victim is inside, an automatic dispenser dispenses a whiff of 

1 In developing this idea, I am indebted to Patrick Evans' verbal comment in a lc~cture on 13 June 1997 
that the cancer is like a "dark foetus, something horrible growing inside her." 
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extremely potent anaesthetic, the clear walls turn opaque, and the cell swiftly 
incinerates its contents" (279) . Kerewin's murderous fantasy is less shocking when 
considered in the light of Orbach' s analysis of the socialisation of fc;:males, which was 
published around the same time as the bone people and, thus, indicative of the novel's 
social context. 

We know [Orbach writes] that the female role requires the woman to be a 
nurturing, caring person who gives emotional sustenance to the people 
around her. She is required to merge her interests with those of others -
mainly lovers and children with whom she is centrally involved. She is 
actively dissuaded from developing her autonomy economically and 
emotionally (83) . 

Given this observation, the intensity ofKerewin's distancing of herself from children 
and lovers makes sense. She is economically autonomous, thanks to her lottery win, but 
stands to lose her (precarious) sense of a self, a separate psyche, through others' 
dependency. 

Her psychosomatic illness allows the resolution of her dilemma, her need to be separate 
(in terms of her psyche) as well as to connect with others emotionally. It can be argued 
that the vanquishing of the cancer (a simulacrum of her femaleness, discrete from 
herself) situates her as not sexual and not reproductive, given the novel's own confusion 
of sex with sexuality. That is, the new positioning of her body as inviolable signifies a 
now irrevocably autonomous psyche. Thus, she now has the ability to be comfortable 
when involved emotionally with others. It is not that the emotional is less "social" than 
the sexual; rather, the bone people rests upon a psychosomatic premise. 

This premise is also evident in Kerewin's loss of weight during her illness, which also 
can be read as corresponding with the loss of her fear of psychological engulfment. The 
stockpiling of fat is described by Orbach as a woman's "attempt both to merge with 
others and, paradoxically, to provide an impenetrable wall around herself. [ ... ] The fat 
provides physical protection against her believed vulnerability" (83). Orbach also 
discusses a "terrifying state[ ... ] women have associated with loss of weight," the "loss 
of fixed boundaries of the self, explaining that "[t]his terror a woman may feel is the fear 
of people invading her (83)." Initially, Kerewin, is "fatgutted," "[h]eavy shouldered 
[and] heavy hammed" (278, 21). She herself views her fat as a barrier: "[t]he fat cover 
she had sneered at, that lapped her body in protective covering, had vanished" by the 
end of her illness ( 418). That is, her body becomes "a fined down version of itself' 
(425). Notably, she does not regain her initial "twelve stone plus" weight even though 
she puts "fat back on with devotion" after her recovery: "I'm nine and a half stone rising 
ten .. . I still [ ... ] fold up under weights I would have hefted easily not that many 
months ago" (431).1 Kerewin no longer needs the fat as the cancer takes over as the 
psychosomatic means by which she protects herself from others. 

A reading of the vanquishing of the cancer as the elision of a simulacrum of Kerewin's 
femaleness is reinforced by the context established by the "indeterminate sex" of the 

1 Kerewin's final slimming down would have gained her favour with many 1980s Western readers. Her 
weight loss disassociates her from the corporeality strongly associated with Polly and the 
grandmother. Her lack of sexuality contributes to her disassociation from "profane" corporeality. 
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deliverer of the curative liquid ( 424). "It" demonstrates the possibility of neutrality 
regarding sex (425). What is more, Kerewin draws an direct parallel between the 
creature and herself when she thinks, "stop calling it 'it': yer got yer one great invention, 
remember Holmes? The neuter personal pronoun[ ... ] a pronoun for me" (425-6). This 
reification of Kerewin's sexual neutrality is extended by her new house, especially when 
it is compared with the original protective tower. The difference between Kerewin's 
initial and final residences is as significant as that between those of Joe. Generally, the 
replacement of the tower with spiral architecture represents a move from Western 
"fortress" style individualism to a traditional Maori-style collectivism, moreover one 
which strongly embraces New Zealand's natural environment; as Edmond notes, "[i]n 
place of the tower, aloof and isolated above the land, we have the modern meeting house 
spreading across it" (284). At the same time, more specifically, the form of this new 
house - "a regular spiral of rooms expanding around the decapitated Tower" - allows its 
occupants "privacy, apartness, but all [are] connected" (434). This spiral house, like 
Kerewin's final relationship with Joe and Simon, involves separation and 
interconnection, reflecting her new ability to be comfortable in emotional relationships 
with others now that she experiences her psyche - through her body - as discrete. The 
bone people's final version of Maoritanga, it could be argued, offers Kerewin a way of 
connecting that does not involve sex and reproduction. 

The "family" cast conferred upon the three protagonists' final relationship confirms my 
argument. Mark Williams (1990 96) and Shona Smith (1984 45) liken Kerewin, Joe and 
Simon to the Holy Family. However, there is an important difference between the 
reproductive Virgin Mary and the virginal Kerewin. The bone people's protagonists' 
"bonds exist outside biology. It is the biological imitated," as Stead notes in a different 
train of thought (1985 104). Kerewin and Joe are defined as Simon's parents in the 
Epilogue despite their lack of involvement in his conception and birth: "she had offered 
them both that unlikely gift, her name" (444). Similarly, although the Epilogue presents 
Kerewin and Joe as partners, they will not have sexual relations and children, as Joe 
observes, "I could see only the one way ... whatever she thought she was, bend her to 
the idea that lovers, marriage is, the only sanity. [ ... N]ow I can see other possibilities, 
other ways" (381). Similarly, sexual and reproductive elements are absent when 
Kerewin thinks, "I'm the link and life between them" ( 424); she is referring to her 
emotional importance for Joe and Simon, rather than the role played by the female body 
in developing a physiological link between a biological father and son. Indeed, the bone 
people's dismissal of the biological has the effect of constructing it as discrete from the 
emotional and elevating the emotional. 

In this regard, the ending of the bone people has a strong echo of that of Man Alone. 
Edmond states that, in Hulme's Epilogue, "[t]he maiming is palpable and the 
community embryonic. Nevertheless community has been established and the 'Man 
Alone' ending of generations of New Zealand fiction is experimentally resisted" (285). 
Yet as I discussed in the previous chapter, Johnson is not a man alone literally at the 
end of Mulgan's novel. He is, rather, located in his ideal situation, an exclusively male 
community of mates working towards a common goal, the overthrow of fascism in this 
case. This mateship (characterised by equality, dependence and camaraderie alongside 
an absence of sexuality) reappears in the bone people's Epilogue, if not strictly in the 
traditional manifestation, then as close as is possible to it given the participants. 
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The non-sexual and non-biological nature of Kerewin's, Joe's and Simon's final 
relationship subverts the traditional European model of the nuclear family, even though 
their "family" has the customary two parents (in a relationship with each other) and 
their child. Rather, the "family" of Joe, Kerewin and Simon is cast in the model of 
mateship, of traditional New Zealand masculinity. 

"[A]lcohol is an important component of masculine activities" in New Zealand;" [m]en 
are far more likely than women to drink and drink heavily" (James and Saville-Smith 
66). Kerewin drinks copiously; for example, she, Joe and Simon "dr[i]nk three bottles 
of good German wine between them" during one dinner and the adults have another 
afterwards (78). She says to Joe," 'I think I could drink you under the table where 
wine is concerned, I've had lots of practice'" (83). Further, Kerewin likes going to the 
pub and getting "drunker and drunker" (298) and she has an extensive store of liquor at 
home: 

[f]rontignac, pinotage, port and muscatel; 
hock, reisling, sauterne, and liebfraumilch; 
mead, burgundy, chianti, and dandelion wine; 
Cider? Perry? Arrack? Beer? Stout? Ale?[ ... ] 
[R]um, tequila, Scotch, bourbon, cognac, and liqueurs of all degrees ... claret 
and sherry, madeira and sack[ ... and] champagne (274). 

While this varied collection does not tally with what Campbell, Law and Schick describe 
as the traditional real bloke' s choice - beer (14-15), Kerewin's sophisticated tastes 
reflect widespread changes "in the social and economic nature of New Zealand society 
[in the 1970s and 1980s, which] brought about changes in the beer industry" (Campbell, 
Law and Honeyfield 183) and the kinds of alcohol consumed.' Kerewin also enjoys 
smoking - "cigarillo[s]" (290) - and fishing: "the conversation has meandered round to 
fishing: seafishing which is Kerewin's favourite and speciality, versus river and lake, at 
which Joe modestly admits being expert" (81 ). There is nothing traditionally or 
stereotypically wife-like about her. While in "Crump's books the women are domestic 
monsters who get in the way of mateship" (Bell 164), Kerewin is not a nag, scold or 
threat (in terms of her sexuality). Neither does she need to be provided for: "[s]he's got 
more money than she knows what to do with" (284). In terms of gender and sexuality, 
Kerewin fits the mateship mould. Her sex, which would be an obstruction to such a fit, 
is elided by the end of the novel, as discussed above. 

In a similar vein, Simon is more a mate than a son to Joe, more an adult than a child. As 
Kerewin says, "[o]ne minute he looks about five and the next he acts as though he's ten 
times as old" (51). Simon's getting of himself from "Masterton" "on[to] the Picton 
ferry" exemplifies his "uncommon resourceful[ness]" (403). Unlike the average six to 

l"Until the mid-seventies, beer, that drink of the hard man, was still consumed in large quantities and 
indeed the affluence of the post-war years had allowed a continuing per capita increase. But thereafter 
the average beer consumption began to drop, while wine consumption showed a significant increase. 
In 1971 the average New Zealand adult drank 237 bottles of beer and 13 bottles of wine. Twenty 
years later the average beer consumption had dropped to 188 bottles, while the number of bottles of 
wine drunk per capita had more than doubled to 29" (Phillips 1996, 268). These figure are not 
divided into male and female consumption, but it is logical to assume from James' and Saville
Smith's research (cited above) that the average male consumption would be very much higher than the 
female average. 
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nine year old, he manages without comprehensive (and often repetitive, time consuming 
and tedious) parenting, an occupation that the average New Zealand male had not been 
socialised to fulfil by the mid 1980s; l Joe says, "I'm used to him going off, remember, 
He knows how to look after himself. That's why I'm not worrying much" (113). 
Simon also enjoys "drinking" alcohol (78) and "smoking" (59), which Joe encourages, 
saying "he's allowed to when I'm around" (59). At the end of the bone people, Joe, 
Simon and Kerewin seem set to enjoy their previous good times together - smoking, 
drinking and fishing - without the past difficulties. Effectively, the traditional New 
Zealand mythology of mateship - of uncomplicated, easy camaraderie - is adapted and, 
thus, validated by the bone people. 

Hence, although Joe's, Kerewin's and Simon's final relationship is defined in the 
Prologue as "something perilous and new, something strange and growing and great" ( 4), 
the bone people's iconoclasm was not all it seemed. The novel's subversion of 
traditional expectations of gender identity and roles (through the characterisation of 
Kerewin and presentation of Joe as a solo parent) is effectively couched within the 
traditional ideology of mateship, an ideology which marginalises women and more or 
less dismisses children's need for effective fathering.2 It may seem that the totality of 
this reading through the model of liberal feminism (including the ideology of mateship) is 
interrupted by the fact that Kerewin is still referred to as "she" at the end of the story, 
by the narrative and the characters. To the contrary, I would argue, the use of this 
pronoun only reinforces the masculinism inherent in liberal feminism. Kerewin does not 
actually transcend hierarchical dichotomies of sex and gender, she only becomes as much 
like a man as it is possible for a woman to be. Thus, ultimately, the model of the man -
and the meanings traditionally invested in this model - is upheld as the "norm." 

The recognition and disavowal of Kerewin' s "difference" to this so--called norm is, 
however, always disturbed by the question of its re-presentation or construction, to 

lrn Fatherless Sons: The Experiences of New Zealand Men (1999), Rex McCann writes: "I am speaking 
of fatherless sons in a very broad sense. Fatherless sons are men raised without a father and men 
raised with a father who feel fatherless because they didn't get adequate fathering. They wanted more 
from their father than he could give, and feel a distance from him, especially an emotional distance. 
Probably around 90 per cent of men are fatherless by this definition" (McCann has been involved 
with New Zealand men's groups for fifteen years [1984-99], ten of them as full-time work) (11). 
McCann adds that, "[t]oday we are trying to shake off the legacy of a style of fathering that has been 
called the 'Fifties father' . What we call the Fifties is really the postwar period from 1945 to 1965 that 
saw a late blooming of the Victorian-style family from the 1800s. The requirements of a good father 
were to provide materially, and keep discipline. The 'hands on' child rearing was the role of the 
mother" (34). 

2Joe's, Kerewin's and Simon's final relationship fits with Deleuze's and Guattari's theory of the 
relationship between gender and the family, although such a reading is not the project of this thesis . 
Brian Massumi explains that, for Deleuze and Guattari, "'Man' and 'Woman' as such have no reality 
other than that of logical abstractions. What they are abstractions of are not the human bodies to 
which they are applied, but habit-forming whole attractors to which society expects its bodies to 
become addicted (love, school, family, church, career: artificially closed energetic systems revolving 
around subtypes of each gender category). "'Man' and 'Woman' and their many subcategories 
designate stereotyped sets of object choices and life paths (stable equilibriums) promoted by society. 
They are cliches that bodies are coerced into incarnating as best they can" (86-7). That said, I am 
considering the bone people's second-order meanings in the light of its cultural context, the 
traditionally hegemonic ideologies that shaped readers' perception and response, even as the novel 
apparently challenged the masculinist bias of such ideologies. For this reason, my reading of Joe's, 
Kerewin's and Simon's final relationship as a revision of the traditional nuclear family into a 
mateship scenario has more purchase than a reading utilising Deleuze's and Guattari's revolutionary 
theory, as interesting as this may be. 
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bonow Bhabha's words (1994 81). The eventual and symbolic elision ofKerewin's 
sexual (and, consequently, reproductive) organs and capacities - alongside her situation 
within a traditionally masculinist ideology communicates a problematic message about 
feminism to the female reader. The implication of the novel itself is that gender is 
essentially connected to sex, that a woman's adoption of traditionallly masculine 
practices relies upon denying her sex and becoming - as far as possible - an imitation 
man. 

A materialist feminist reading of Kerewin 
The following discussion of the bone people's implications for the female reader is made 
from Jackson's materialist feminist stance. As noted above, this stance "retain[s] a 
conceptualisation of womanhood as a material reality without positing some essential, 
pre-given femininity" (Jackson 31 ). In other words, I am knowingly taking the category 
of biological sex - "female" - for granted here, without, it must be added, making any 
assumption myself about the relationship between sex and gender (appearance, abilities 
and actions). I do, however, need to take into account the point that - given the 
hegemonic ideology of a dichotomy of sex within mid 1980s New Zealand - about half 
the population experienced and identified themselves as "female." Further, "women" 
were the only "sex" that could conceive, gestate an embryo then foetus and give birth to 
children. Thus, it is appropriate to observe that the model of feminism embodied by the 
bone people's Kerewin precludes reproduction (without, at the same time, myself 
investing any particular meaning[s] into women's choice or experience of the 
reproductive process or the parenting role). 

A central question raised in Caryl Churchill's contemporaneous play - Top Girls (1982) 
- about feminists as parents points towards the limits of the bone people's liberal 
feminism. Top Girls' protagonist, Marlene, fulfils a traditionally masculine gender role, 
having just been made "managing director" (67). It is emphasised that Marlene's role 
and identity cannot accommodate reproduction or a parental role; her biological daughter 
was adopted so she could pursue a career and, since then, she has had "two abortions" 
(Churchill 135). Yet she struggles with a desire for a child, visiting her birth-daughter 
and saying "I'll take her, I wake her up and pack now;" Joyce says "[h]ave a child now 
if you want one. You're not old. MARLENE. I might do" (Churchill 134-5). 
However, the audience (or reader) knows from the chronologically later Act One - a 
dinner party to celebrate Marlene's promotion - that she has chosen to succeed in 
business rather than be a parent. 

Marlene's either/or choice is emphasised by Pope Joan's telling of her story during the 
dinner party. Joan disguised herself as a boy to study theology and, later, was elected 
Pope. Her deception was revealed when she gave birth during a papal procession. 
Then, she says, "[t]hey took me by the feet and dragged me out of town and stoned me 
to death" (Churchill 71). Here, the Church's essentialistic stance took account only of 
Joan's sex, her biological child-bearing capacity, not her demonstrated ability to fulfil 
her papal office; as she points out, the assumption in her social milieu was that 
"[w]omen, children and lunatics can't be Pope" (Churchill 69). The juxtaposition of 
Pope Joan with Marlene intensifies Top Girls' interrogation of the need for women to 
imitate men - to deny their childbearing ability - in order to succeed in the traditionally 
masculine and masculinist public sphere. 
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This is not to say that Top Girls communicates an essentialistic belief that all women 
are biologically determined to become mothers, driven by their hormones towards 
maternity. Neither does the play present a corresponding glorification of traditional 
motherhood as essentially rewarding and fulfilling. Indeed, Joyce's life with her 
(adopted) daughter, Angie, is generally bleak and frustrating. To an extent, this is due to 
Joyce's low socio-economic status, but, also, she says, "I'd be sorry for anyone in 
charge of [Angie] and tells her, "[y]ou make me sick" (Churchill 98). Joyce's situation 
is contrasted implicitly with that of a managing director Marlene knows, "who's got 
two children, she breast feeds in the board room, she pays a hundred pounds a week on 
domestic help alone and can afford that because she's an extremely high-powered lady, 
earning a great deal of money" (Churchill 134). The reference to this woman posits the 
possibility of being a parent and having fulfilling and well-paid employment, but only 
due to her extraordinary abilities and wealth. She is the exception that proves the rule. 
What, asks Top Girls, about the more ordinary women who wish to be parents as well 
as enjoying the benefits of paid employment? Overall, the play can be read as calling 
for a revision of the traditional split between public and private spheres, as well as of 
customary expectations and practices regarding paid employment. 

This rejection of masculinist tradition and ideology is not shared by the bone people. 
While Top Girls' characters are always presented as of the female sex, Kerewin is made 
to fit into the traditional masculinist ideology of mateship and the connected mythology 
of the good keen man as far as she can, to the extent that she prefers not to be of the 
female sex, to see herself as neuter. 

On the other hand, did Kerewin offer a liberatory role model for women who were 
unconcerned about children? This was the case, as Hulme reports that she thought 

Kerewin was an option that maybe other women would be interested in. 
But my view of who would be reading the book was about 400-500 women 
who were non-family women and some of them might decide it was an 
interesting way to be [ ... I]t seems to have worked inasmuch as a lot of 
women, going by the letters they have written, have said . . . [her elision]. 
One I particularly liked was a grandmother who decided she would sell her 
house because she had wanted to do this for some time and get a motor 
home and just trip around the country until she was dead and she said: "I 
would never have done it except you seemed to say to me through Kerewin 
I can do anything" (S. Smith 1985 31 ). 

It is possible that this woman's status as a grandmother may have had some bearing on 
her emulation of Kerewin. She had already had at least one child (and grandchild). No 
doubt, though, there were other women for whom reproduction and children were 
simply not important. It needs to be remembered, however, that in identifying totally 
with Kerewin (in fitting oneself into the connected moulds of the good keen man and 
mateship) the female reader was required to renounce any form of sexuality as well as 
her reproductive capacity. 

Tlte interrogation of traditional conceptions of sexuality? 
Generally, the female reader in New Zealand's social milieu of the mid-1980s was not an 
academic well versed in theory which destabilised the hegemonic ideology positing that 
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sexuality marked identity. Rather, it would be fair to say that, generally, given 
interpellation in this ideology, the sexual played an integral part in the lives of the 
majority of women (and men). I do not mean that there was no subversion within the 
general understanding that the sexual marked identity, for a significant minority of 
women had - or shifted to - an open sexual orientation towards women for personal 
and/or political reasons. 

When the first lesbian conference was held in Wellington in 1972, "lesbians from all over 
New Zealand were in touch with each other for the first time on a large scale" (Suddens 
23). Sharon Alston observes that in the early 1970s "heterosexual :feminists had a deep 
ingrained fear of lesbians [ .. .]. At the same time many heterosexuals were redefining their 
relationships with men and freeing themselves; they were coming out as lesbians" 
(Suddens 24). Ten or so years later in 1983 (the year in which the bone people was first 
published), Cathie Dunsford, an academic at the University of Auckland, made this 
comment: "[i]t's a whole new situation. You can see the difference between the sixties 
and the eighties. There are things like lesbian newsletters around now and they provide 
a forum as well as saying there are a bunch of other dykes besides you" (Saphira 35). 
However, the bone people does not work to validate lesbians or bisexual women. 
Although Kerewin exemplifies a woman's liberation from traditionally hegemonic 
hierarchical heterosexuality, the novel is underpinned by a fundamental homophobia 
regarding sexual relations between women. In the following full discussion of these 
points, it will become clear that the bone people's inherent condemnation of sexual 
relations between women is closely connected with its liberal feminism. 

Catherine MacKinnon (writing the year before the bone people was published) observes 
that "[s]ocially, femaleness means femininity, which means attractiveness to men, which 
means sexual attractiveness, which means sexual availability on male terms" (530-1). 
Emphatically, Kerewin is not constructed within this discourse. That is, she is 
presented originally as female but she never has any truck with what Naomi Wolf terms 
the beauty myth in her treatise of the same name (1991) (9-19). For example, Kerewin 
is not concerned with removing normal body hair to conform with fictional but 
hegemonic media images of the smooth female body: her "hair grows thickly and oddly 
under her arms" (179). The clothes she wears - typically, for example, "jeans, leather 
jerkin, silk shirt, denim jacket" and her "bare" feet - allow a comfort and freedom of 
movement not to be found in (conventionally) "sexy" women's clothing, or in any skirt 
and heels (21). More particularly, pockets in suchjackets and jeans grant freedom from 
the bother and limitation of the handbag (Cline and Spender 75-6). While Kerewin's 
dress code encapsulates a liberation from the social construction of women as sex 
objects within a male gaze, and the concomitant containment, it can be argued that the 
feminism she exemplifies does not challenge men on the sexual front. 

In masculinist societies, as Janice Raymond observes, men exist in relation to each other, 
women exist in relation to men, and women are divided from each other: "hetero
relations are the only bonds that receive social, political and economic sanction for 
women" (11). As I have already noted, liberal feminism involves a large degree of 
masculinism, even given a new general connection between women; that is, men - and 
heterosexuality - remain the norm, at least, implicitly. This situation is evident in 
literature, according to Lillian Faderman, who states that "[t]wenti1;!th century fiction, 
reflecting society, played a large role in keeping women down through associating 
feminism with lesbianism and lesbianism with everything horrible" (341 ). Giving the 
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example ofD. H. Lawrence's The Fox (1922) (among many others), Faderman describes 
its moral as communicating that "[w]omen cannot find satisfaction with each other, to 
try to do so is sick, and some terrible disaster will befall those who test this truth" 
(351). This moral was motivated by a fear, Faderman explains, "that love between 
women, coupled with their emerging freedom, might conceivably bring about the 
overthrow of heterosexuality - which has meant not only sex between men and women 
but patriarchal culture, male dominance, and female subservience" ( 411 ). However, 
intriguingly, the bone people's condemnation of women's shared sexual intimacy occurs 
without being associated with feminism. 

As Dale notes, an incident with Polly proves that Kerewin is "asexual" and not a 
"repressed homosexual" (424); Kerewin says, '"I'm not the marrying kind, you see,' and 
she feels rather than sees, Polly's glance rake her over. [ ... ] She feels a stealthy touch on 
her foot. Ah sheeit, that's all I need . . . overtures from the ambisextrous [ ... ]. Without 
making it look pointed, she stands and stretches" (288). This incident has a parallel 
function as one in Man Alone, in which Johnson's rejection of Louis (the homosexual 
sailor) demonstrates that his lack of heterosexual activity does not have a homosexual 
corollary. There is a significant difference, however, between the two homophobic 
incidents. In Man Alone, we get Johnson's homoerotic view of Louis' body - of his 
"bar[ e ... ] arms and chest [ ... with] muscles glisten[ing]" (185) - before the possibility of 
acting upon homosexual desire is curtailed. In comparison, there is no such homoerotic 
view of Polly's body in the bone people. Instead, she is described as "big" and likened 
to a "dog," reminding us of the representation of Tiaki's grandmother with its negative 
connotations of a animalistic or primitive female body (288, 287). The "militant and 
overtly bisexual" Polly also "grunts [ ... ] simpers [ ... ] scowls [ ... and] flounces;" 
everything about her is exaggeratedly distasteful or repulsive as is, by association, her 
bisexuality (287-8). Hence, it is not only overtly denied that Kerewin is sexually 
interested in women in the exchange with Polly, sexual relationships between women are 
also presented in a completely negative light. I 

Another pub incident can be read as effectively defending Kerewin" s androgynous 
appearance against a lesbian corollary. A man who has not met Kerewin calls her a 
"stinkin' leslie" (247). However, the reader knows - from her earlier descriptions of 
herself - that his assumed equation of gender with sexual orientation is wrong. This 
point is pressed by the man's markedly unsympathetic characteristics; he is 

a fat fellow. [ ... ] Sour and sneering, getting up obviously and pushing rudely 
past them to the bar. He bears tattoos on his arm muscles like they're 
emblems of the brave, and he's got a paunch like a sponge pregnancy, 
overhanging the double ledge of his hips, overlapping his belt in a full flabby 
fall (246). 

Once again, fat has negative connotations, encouraging the reader to dislike this man and, 
thus, intensifying their disagreement with his view of Kerewin as lesbian. A double
edged reassurance is offered here. Male readers are not threatened by a feminist 
character turning away from men to women sexually. Female readers can see clearly 

1 Interestingly, this is not the case with Joe's and Tiaki's male homosexual relaHonship, which is 
described as "sadsweet" as well as "unnatural" and "wrong" (175). This relationship is discussed in a 
later section. 
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that feminism does not necessarily mean lesbianism, according to the bone people. This 
issue was of no small consequence in a traditionally masculinist and homophobic 
society like New Zealand's, especially as the hugely publicised Parker - Hulme case 
cemented a very negative perception of so-called lesbianism in the mid 1950s and 
continued to cast a dark shadow in the subsequent three decades. This murder would 
have occurred in the living memory of many readers. I 

Overall, then, it can be argued that the bone people - and its paradoxically misogynist 
feminism - appealed to women and men for different reasons to some extent. I am not 
supporting essentialism here, only observing that, in the mid 1980s, New Zealanders 
had been and were constructed differently as men and women by traditionally 
hegemonic social ideologies and mythologies, even given the prevalent liberal feminism 
of the time (which, as noted above, centres men as the norm ultimately). Male readers 
in the mid 1980s would have been children during the late 1960s at the latest, and 
strongly socialised into the very masculinist New Zealand society 1then;2 it is very likely 
that a significant residue of the stereotype remained - especially in the private reading 
experience - however liberal these men may have become on a superficial level by the 
'80s.3 

It is interesting to round off this consideration of Kerewin by briefly examining aspects 
of her characterisation in isolation. Her preferred perception of herself as a neuter, as 
sexless, calls the ideology of dichotomous sex into question, foreshadows Butler's 
project (discussed above). Foucault's, Heath's, Snitow's, Stansell"s and Thompson's 
theories of the social construction of the importance and form of sexuality (also 
discussed above) are supported by Kerewin's lack of any sexual inclination and her 
effective refusal to be identified through any sexual orientation. There are, then, blips of 
subversion which, only when considered out of the context of the novel and its social 
milieu, signal revolutionary thinking on the part of Kerewin's creator. Overall, the bone 
people is not thoroughly iconoclastic in terms of its interrogation of notions of sex, 
gender and sexuality with regard to Kerewin. 

Joe 
There is also a strong focus upon sexuality in Joe's characterisation and psychological 
development. It is possible to observe that the bone people itself presents Joe and his 

!Pauline Parker and Juliet Hulme murdered Parker's mother by beating her head with a brick in a 
stocking in a secluded spot in Victoria Park, Christchurch in 1954. Julie Glamuzina and Alison 
Laurie conclude that Parker and Hulme were tried, found guilty and punished by society for 
transgressing the hegemonic female gender role as much as for murder; the nuclear family, comprising 
a heterosexual couple and their children was the accepted way to live: "the violent female offender 
offends not only against particular laws but against her 'proper' place in society, and against the 
perceived 'true nature of womanhood"' (135). 

2 See footnote 1, page 43 . 
3 "A second stereotype which emerged indirectly out of the feminist movement was that of the SNAG or 

Sensitive New Age Guy. In origin this appeared a step forward. As feminist women began to 
criticise New Zealand men, so some men called for a reconstruction of male values. The result was 
the SNAG who listened to his feelings and was understanding of women's needs. But interestingly 
the stereotype soon became a negative one, the butt of humorous contempt rather than a model to be 
followed. The SNAG was dismissed by men as an embarrassing wimp, and was derided by women 
as a hypocrite who mouthed the words but was not in fact prepared to give up his privileges" 
(Phillips 1996 274-5). 
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relationships with women in terms of the psychoanalytic model of castration anxiety, 
before resolving this situation. Interestingly, the novel also invokes - separately from 
Joe - Hine-nui-te-Po, a Maori goddess who cannot be separated readily from the 
traditional myth in which she is encountered by Maui. A parallel may be drawn 
between Maui's situation in this myth and Joe's psychological reaction to women. 
However, the construer of this parallel is operating within a Eurocentric perspective, 
one that fails to recognise and respect cultural specificities and differences. That said, 
generally, the psychoanalytic model of castration anxiety was familiar to the 
predominantly Pakeha readership of the bone people in the mid 1980s, fundamentally 
steeped as they were in the European tradition of Freud. Pakeha (as a group) only 
began to be widely interested in Maoritanga at that time; it appears that for many - if 
not most - Hulme's fictional novel was the definitive introduction and guide to 
Maoritanga. 

The psychoanalytic model of castration anxiety is based upon Freud's essentialistic and 
misogynistic theory that a boy fears the "punishment of castration, the loss of his 
penis" "as a result of his being in love with his mother" (1933 115). It is not, Freud 
observes, "primarily a matter of whether castration is really performed; what is 
important is that the danger is one that threatens from without, and that the boy 
believes it" (1933 114). Castration anxiety is, then, a motive for the repression of a 
boy's passionate feelings about his mother" (Freud 1933 114, 166). Yet Charles 
Rycroft explains that the term "castration anxiety" "only rarely refers to castration in 
its anatomical surgical sense" and can (among other options) refer to "demoralization in 
respect of the masculine role" in the boy's childhood and later life ( 18), a point 
concurred with by Dinnerstein's development of an aspect of Simone de Beauvoir's 
work. 

De Beauvoir writes that "what man cherishes and detests first of all in woman - loved 
one or mother - is the fixed image of his animal destiny" (174-5). She explains that in 

procreation he speaks for the species against himself: he learns this in his 
wife's embrace; in excitement and pleasure, even before he has engendered, 
he forgets his unique ego. Although he endeavours to distinguish mother 
and wife, he gets from both a witness to one thing only: his mortal state. He 
wishes to venerate his mother and love his mistress; at the same time he 
rebels against them in disgust and fear (de Beauvoir 174-5). 

In observing that such "death" is not necessarily literal, Dinnerstein notes that "in 
intimate relations between a man and a woman he is in one very important respect more 
vulnerable than she is. She can more readily re-evoke in him the unqualified, boundless, 
helpless passion of infancy" ( 66). This is the case certainly with regard to Joe in the 
bone people. 

His most significant dream about Hana, his late wife, (that is, the dream reported 
directly to the reader) portrays her specifically in terms of her female sexual and 
reproductive aspects. Initially, Joe experiences these positively: "[t]he stream flows 
from her vagina in a steady pure riverlet" and "[h ]er breasts before him are still swollen 
with milk. The milk is sweeter than the riverwater" (351 ). In this reading, Hana's 
suckling of Joe conflates her as a lover-mother, towards whom he is (at least 
subconsciously) ambivalent. That is, Hana changes in the dream and Joe "discovers he 
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is sucking the fat furred end of an enormous moth" (351 ). Tiaki interprets this dream, 
telling Joe - and, significantly, the reader - that it is a "Maori truth" that a moth is a 
manifestation of a dead person's spirit (354). Here the novel itself connects Joe's 
encounter of the female body with death, in terms of what is represented as Maoritanga. 
It is a negative portrayal of death; Tiaki says, 

[i]f you go to Te Reinga, it is held that you live as you did here. Eventually, 
you die again. And then the rot sets in. If you get past the spirit-eaters, 
Tuapiko and Tuwhaitiri, if you get past them, there is underworld after 
underworld, each less pleasant than the last. In the end one of all you get a 
choice. The choice is to become nothing, or to return to earth as a moth. 
When the moth dies, that's you gone forever (354). 

It could be argued that the wider context in the bone people indicates that the "death" 
signified by Joe's dreamed connection between the female body and the moth represents 
a reversion to the pre-Oedipal state, his loss of self in a psychological enmeshment with 
the mother(-figure). In this case, this loss of self is depicted as a negative experience. I 

Contextualising Joe's dreams is his intensely problematic relationship with his actual 
mother, about which he tells Kerewin at length. Joe's father died soon after he was 
given to his grandmother at three years old and his mother then became mentally 
unstable, "nutty" (227). It is clear from her visits to Joe that she had no perception of 
him as a separate being with needs of his own; he says, "she used to[ .. . ] go weepy over 
me. Wail and kiss and carry on, but not because she wanted to comfort or make me feel 
better. She wanted me to make her feel better:" "it was worse when I got older and was 
going to school, because she'd be just as likely to swoop on me in the street" (227). 
With this emotionally parasitic mother, it is little wonder that Joe dreams of Hana - cast 
as the mother-lover - "eat[ing] one of [her] sons" before she "starts on [Joe] beginning at 
[his] privates" (354). That is, the threatening experience of being overwhelmed 
psychologically by his mother is transferred to his relationship with his wife, as least 
subconsciously. Joe's final relationship with Kerewin is not, then, the sacrifice it may 
appear. In comparison to Hana, who was "strong for love any time," the asexual 
Kerewin cannot activate his fear of psychological engulfment during sexual intimacy 
with a woman, cannot precipitate the "death" - or erasure - of his sense of a separate 
self (174). 

The bone people puts forward another Maori understanding of death (that is, different 
from the scenario of the after-life detailed by Tiaki while interpreting Joe's dream about 
the moth), which could be misinterpreted as having import regarding Joe's sexuality. 
The traditional Maori myth of Hine-nui-te-Po is invoked when Kerewin thinks, "[g]host 
follow the other ghosts [ ... ] Go easy to the Great Lady of the Night" ( 437). Hine
titama - child of Papatuanuku and Tane - became Tane's wife without knowing he was 
her father (Grace and Kahukiwa 34). She was angry and shamed when she found out 
and left "the world of light" for the "dark world" where, she told T:ane, "I will welcome 
our children when their earthly life is ended. I will go in order to prepare an after life for 

1 In other contexts, such as for example Julia Kristeva's discussion of the semiotic, the loss of a sense of 
an individual self is a liberatory, rather than negative, experience. See Toril Moi's discussion of 
Kristeva in Sexual/Textual Politic: Feminist Litermy Theory, London: Methuen, 1985, 162-5, and 
Julia Kristeva, La Revolution du Language Poetique, Paris: Seuil, 1974, 24. 
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them[ .. .]. I will be known from now on as Hine-nui-te-Po" (or Great Lady of the 
Night) (Grace and Kahukiwa 34). Subsequently, Maui-tikitiki-a-Taranga wanted to 
conquer death and make people immortal by "enter[ing] Hine-nui-te-Po by way of the 
birth passage, pass[ing] through her body, eat[ing] her heart and emerg[ing] through her 
mouth" (Grace and Kahukiwa 78). He failed in his quest, for the fantail laughed at the 
sight of Maui - in the form of a lizard - entering Hine-nui-te-Po's vagina, she awoke and 
he was crushed to death between her legs (Grace and Kahukiwa 78). He died because 
her vagina - "set with teeth of obsidian" - "is a gateway through which only those who 
have already achieved death may freely pass" (Grace and Kahukiwa 58). However, 
overall, the tone of the myth of Hine-nui-te-Po and Maui-tikitiki-a-Taranga is positive; 
she is "the mother who welcomes and cares for those children whose earthly life has 
ended" (Grace and Kahukiwa 58). 

Similar versions of this myth occur in other Polynesian contexts and are read by 
Hoffman Hays - an American commentator - as a particular manifestation of an 
internationally widespread myth exemplifying male castration anxiety (58). According 
to Hays, the Wichita Indians of North America tell the story of Son of a Dog, a folk 
hero who is saved from having his penis bitten off by teeth in women's vaginas (58). 
Hays adds that, "[a]ctually twenty-two versions of this myth have been found in North 
America alone. It occurs in the mythology of the Siberian tribes and in India and New 
Guinea" (55). Hays notes that the Polynesian Maui "dies" "when he creeps into the 
vagina of his ancestress, Hina [sic]; in other words he identifies with his penis and dies 
in symbolic coitus" (58). In making this statement Hays fails to recognise and respect 
cultural specificities and differences, particularly the fullness of the myth of Maui and 
Hine-nui-te-Po; she welcomes Maui to the after-life and provides a positive and loving 
milieu for those who have passed on. Hays also seems unaware of the philosophical 
import of gendering based upon a binary dichotomy of sex in traditional Maoritanga, 
which is not misogynistic like Freud's theory.I 

Am I guilty of the same Eurocentrism and essentialism as Hays in putting forward the 
above argument about Joe's castration anxiety? No, my reading of the import of Joe's 
dreams is based upon the context provided by the bone people itself, Tiaki' s 
interpretation of the moth and Joe's uncomfortable relationship with his overwhelming 
mother. Yet the psychoanalytic model of castration anxiety does not provide a 
complete understanding of Joe's relationships with women. 

His final lack or repression of sexual desire is the sticking point at which he escapes 
being read neatly through a psychoanalytic model. At this point, Joe moves out of the 
discourse of desire central to psychoanalysis into one of spirituality. It is no 
coincidence that he acknowledges the possibility of a non-sexual relationship with 
Kerewin as the earthquake delivers the mauri: "[a]nother tremor. [ ... ]The whare is 
creaking and shivering all round. [ ... ] Kerewin [ ... N]ow I can see other possibilities, 
other ways" (381). Joe's final discreteness from the female body (in the partnership 
with Kerewin) can be read as linked with the disassociation of Maoritanga from the 

I For example, Hong-Key Yoon reports that in Maori myth, the dichotomy of the earth-mother and the 
sky-father corresponds in a sense to the Chinese concepts of Yin and Yang: "[i]n the latter, Yang 
represents sky, male, father, light, while Yin represents earth, mother, female, darkness. A vagely 
similar symbolism and classification into two [equitable and interdependent] categories have been 
adopted by both the Maori and Chinese cultures" (Yoon 36). 
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grandmother and all she and her female body represent. All in all, the spirituality 
infused by the mauri into the triad of Joe, Kerewin and Simon is divorced from the 
representation of corporeality associated strongly with that of femaleness in the bone 
people. Indeed, this divorce also works to establish the supercession of a traditional 
Western myth of the Maori as "primitive," (as less civilised and, hence, solely 
corporeal) I by a new mythology of Maori spirituality. 

Before I can discuss this final situation regarding spirituality in detail, though, I need to 
deviate into an exploration of Joe's relationship with Simon, for thiis is another situation 
through which the mauri' s guardians become divorced from what the bone people 
constructs as corporeality. 

Joe's relations/tip witlt Simon 
The bone people can be read as completely repudiating sexuality and reproduction, 
condemning sexual relationships between males, as well as those between heterosexuals 
and between females, as already discussed. This complete repudiation is, I believe, 
what Stead partly senses when he comments that the novel has "a bitter aftertaste, 
something black and negative deeply ingrained in its imaginative fabric, which no amount 
of revision or editing could have eliminated" (1985 107). Stead suspects that this 
"something" "has its location in the central subject matter [ ... which] presents extreme 
violence against a child, yet demands sympathy and understanding for the man who 
commits it" (1985 107). Shona Smith is more to the point when she argues that "[i]t is 
something in himself that Joe tries to exorcise as he repeatedly beats the boy" (1984 
48). Jones is even more specific: "Joe's violence to Simon" is "a projection of his own 
racial hurt and guilt about his ambivalent sexuality" (193). 

Joe's bisexuality is explicit. In one way, he felt extremely comfortable in his past 
relationship with Taki, a male lover: "he was gentle, he was kind. I loved him and it was 
good" (175). It is possible to observe that in this exclusively male situation Joe does 
not re-experience the threatening engulfment associated with his mother through re
encountering the female body. However, it is an impossible situation for him as he 
believes that homosexuality is "unnatural" and "wrong" (175). Joe's projection of his 
own homosexual tendencies onto his son is evident in the following scenario: 

he had gone home and yelled Simon awake. He had begun by scolding the 
child[ ... ] - had finished by belting him until he fainted. Staggering then into 
the kitchen, sick from the party, sick from the fight with Luce, sick with 
this. [ ... ] Muttering 'fallen boy, fallen boy,' and remembering the sadsweet 
months with Taki (174-5). 

As, in this reading, Joe's beating of Simon is an attempt to obliterate a projected aspect 
of himself, he can quite sincerely observe that "it doesn't even seem like him I'm hitting" 

1 "In the plethora of visual and textual images of the Pacific from the late nineteenth and early twentieth 
centuries, fantasies of the 'exotic' and the 'savage' are conspicuous" (Thomas 46). In 1958, Peter 
Tomory, Director of the Auckland City Art Gallery, wrote that Maori and Pacific cultures '"have 
never had the benefit of unprejudiced interpretation in their relationship with European ideas. One 
interpretation of their people and artifacts has been ... the primitive picturesque'-the stuff of 
touristic commodification and advertising" (Tomory 166-7. Cited by Bell 106.) 
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(173). Hence, it is possible for Joe's "love" for Simon to co-exist with his habitual 
physical assaults upon the boy (173). 

There is more, however, to Joe's relationship with Simon than a straightforward 
projection of homosexuality away from himself and onto the boy. As Shona Smith 
observes, his violence "stem[ s] from a fundamental self doubt concerning a potential 
relationship with the boy. This uncertainty is indirectly admitted: 1I kiss him too much. 
I hold him too much' ([Hulme] 182)" (1984 48). The issue of Joe's sexual desire for 
Simon is resolved in the Epilogue. Why, asks Dale, is Luce "allowed to be found 
creeping around the party in Kerewin's shell-spiral house in the Epilogue, reminding us -
and Joe - not only implicitly but quite explicitly of Joe's past homosexual relationship" 
( 425)? Dale suggests that this reminder of Joe's homosexual inclination is included to 
finally establish him as a heterosexual being and, thus, to hint at "a :sexual union between 
him and Kerewin" (426). Alternatively, she hypothesises, "[t]he mention of [Joe's] 
homosexuality here reflects back to the diffusion of homosexual suggestions, linked with 
violence and a general sense of nasty male sexuality so that we are able to see Kerewin -
the cold-forged lady -- as structurally separated from all of that" (Dale 427). Luce, it 
can be argued, is more instrumental in the Epilogue's resolution of Joe's relationship 
with Simon, with the expurgation of his paedophiliac desire. 

This resolution is variously foreshadowed. The strength of Joe's n:.':action to an early 
comment by Luce suggests that it has hit its mark: 

[Luce] flips his hand. "I dare say the child could stand a little gentle 
handling. You really should thank Binny. If he was cleaner, and touchable, 
I would. [ ... ] 

"That bastard is poison." [Joe] is squeezing his schooner viciously as 
though it was his cousin's neck. [ ... ] "A bloody poisonous liar" (134). 

It is similarly apparent that Joe's relationship with Simon may not be wholly 
appropriate when - during the beach holiday - he masturbates with the boy "asleep, face 
down on [his] arm" (172). This incident takes place just after Joe thinks about his 
interaction with his foster son and concludes that he (himself) is "screwed up in the 
head[ ... ] and elsewhere, but it all comes back to the head" (174). Although Joe thinks 
momentarily about Kerewin while he masturbates, he only notes that " [ s ]he must feel 
like this sometimes" (174); there is no evidence that he feels sexually excited by her at 
this time. Rather, he next thinks about Luce's leading question: "the way [Simon] kisses 
back ... did you teach him? From Taki?" (174). These hints about Joe's paedophiliac 
desire become explicit in the Epilogue: 

I \ "v'l lo (?t .'.) e,.t? v Luce glides up to them[ ... C]ool eyes on Simon Clare, cool smile turned to 
see itself in Joe's eyes. 

"Happy, Hohepa?" 
"Yes Luce." Get lost. 
"With everything, cos? Every tiny thing?" 
"No, Luce." Bugger off. 

He stirs the silvergold hair with one cool finger. Not deep enough to touch 
the skull, enough to make his cool cool point. [ .. . ] 

'Piss off, Luce,' says Piri, handing the child [that is, Simon] back [to Joe 
and Joe thinks] ... [r]ight on, Piri. (But all the while, the old man while, 
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instinct fought against my clavicle and told me sin, hop in. The livin' water's 
warm. No way. Not that way ever again) (444-5). 

Joe's internal and conscious acknowledgement and disavowal of sexual interest in Simon 
(contained in the parenthesis in the quotation) is reinforced by the larger social 
dynamics of the Epilogue. 

Here, Luce is positioned in the same relationship to Joe as Polly is to Kerewin and the 
homosexual sailor is to Johnson in Man Alone. Luce, Polly and the sailor can be read as 
working to absorb the "negative" impulses projected away from their matching 
"positively" portrayed character (in the novel ' s terms, that is). This point is reinforced 
by the conflict between Luce and Joe, established and periodically :reiterated as the 
nanative progresses (133-4, 174, 444-5); that is, the reader is led to consider the two as 
opponents. This polarity allows homosexual and paedophiliac sexuality to be projected 
away from Joe and manifest only in Luce finally. This, to me, is the most convincing 
reason for Luce's presence in the Epilogue (in answer to Dale's question noted above). 

More generally, there is an implication that it is Joe's contact with the mauri which 
redeems him to the point that he is able consciously to recognise and reject his 
inappropriate sexual interest in Simon. That is, earlier, he decides to stay in the 
wilderness " [u]ntil I'm healed anyway. Until I know more about the pool, the mauri" 
(379) ). Once he has the mauri, he feels he can leave and become reunited with the other 
two: "for as sure as the light that lives steadily in the stone, he's going home" (385). In 
this reading, then, the bone people presents homosexuality as a curable condition (as, 
apparently, is what the novel depicts as femaleness). Furthermore, the book's strong 
association of Joe's homosexuality with paedophilia and gross physical violence makes 
it seem necessary for homosexual desire to be elided. 

The bone people's inherent degradation of homosexuality is intensified by the 
characterisation of Binny Daniels and Timon, who are also paedophiliacs. Luce's 
consideration of Simon as a sexual object is noted above. Similarly, Daniels has been 
"caught several times and finally put away for a year for feeling up schoolboys" (135). 
A detailed description reflects his degeneracy (and conesponding repulsiveness) very 
evocatively: "[t]here are stains all over his cardigan and shiny trousers. He stinks of 
urine and stale sicked up sherry. There is a shine of dribble down one side of his 
bristling chin" (135). Daniels' perversion is also condemned in the novel by the 
symbolism of his death, as Dale also notes (425): "a long freak shard [of glass] had 
daggered in, into the old man's groin" (303). Luce is also very unsympathetically 
p01trayed; for example, his poisonous nature is indicated by the "katipo colours" of his 
clothes (444). Both Daniels and Luce are one-dimensional characters, existing only in 
terms of their negative and perverted sexuality, and their function in - ultimately -
positioning homosexual paedophilia away from Joe. 

The positioning of Timon in relation to Joe is more complex. As we find out eventually 
that Timon was Simon's father, we are led to compare him with Joe in this role. We also 
come to realise in retrospect that Timon has physically and sexually abused his son, 
causing enormous trauma. The Prologue establishes the fact that Simon has suffered 
abuse; he thinks of "[t]he vivid haunting terrible voice, that seemed to murmur 
endearments all the while the hands skilfully and cruelly hmt him" (5). Clues as to the 
abuser' s identity are presented in Simon's later nightmare: "the pain intensifies [ ... ]. A 
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bitter sting in his arm, and then the fingers bite him, pushing into the places where it 
hurts most. [ ... H]e can still hear the voice in his head, singing his name" 204). When, 
subsequently, Joe thinks that the man in the photograph in Tiaki' s hut looks like Simon 
- and the reader is told that this man was called Timon and that he was a "singer" and a 
"drug" addict who dealt with "needle[s]" (362) - it becomes clear that Simon's biological 
father was his worst enemy. 

In comparison, Joe cannot help but seem very favourable, especiallly as it is repeatedly 
noted that he "love[s]" Simon (173 and 325, for example). (There is another reason for 
the engagement of the reader's sympathy for Joe and not for Timon, which will be 
discussed later.) The bone people's positioning of sexual abuse as far worse than gross 
physical violence reflects the overall abhorrence of the sexual inherent in the novel. 
Moreover, as Joe is "healed" of his paedophiliac tendency by the maurt he no longer 
has a need to beat Simon as an attempt to exorcise this tendency. It can be argued, then, 
that the final 'family' situation of the Epilogue is presented as a safe one for Simon, 
who is characterised as an (unselfconsciously) sexually attractive and vulnerable child, 
as well as for Joe and Kerewin (whose fear of psychological engulfment is sexualised). 

This trio's final transcendence of the corporeal - including sexuality and reproduction -
is indicated by the "triple head[ed]" tricephalos in which psyche is split from absent 
soma (or body) (315). It also emphasises Simon's, Joe's and Kerewin's inter
dependence; Joe looks at it and says, " [ s ]he saw us as a whole, as a set" (315). Hence, 
while I agree with Anna Smith's argument that "[u]ltimately, Hulme's protagonists 
discover that[ ... ] narcissistic self-love and Oedipal love are dead ends which fail to 
redeem their suffering and renew their identity" (143), I am not as convinced as she is 
that "[f]amily, couple, self' "all appear to have lost their power here to structure and 
give sense to life" "as modes of being" (143-4). On one hand, sexuality and 
reproduction - the traditional and hegemonic basis for the formation of a couple and a 
family (in Western societies) - are repudiated in the bone people. Conversely, the 
emphasis in the stories of Joe and Kerewin is upon their "healing," so that they are able 
to become the versions of a couple and a family in which they feel psychologically 
comfortable, and which, given the formative and pervasive influence of the ideology of 
mateship, many male readers would also have found more acceptable in the mid-1980s 
than the "regular" nuclear family. 

It must be remembered that Kerewin, Joe and Simon work as representatives as well as 
individual characters. As the triad is also guardian of the mauri, the mythology of 
mateship is aligned with that of the mauri at the end of the novel. The inclusiveness of 
this spiritual force involves a re-conception of Pakehaness. 

The Sanitisation of Irishness 
The bone people's trope oflrishness would have intensified the novel's appeal for New 
Zealand readers in the mid 1980s, as it fitted with the widespread n~jection of England 
as the anchor of cultural identity at that time. The view can be put that a sanitisation of 
Irishness similar to that of Maoritanga is signified by the bone people. That is, there is a 
shift within the novel from a negative and repulsive portrayal to a sympathetic and 
appealing version. Given this new familiarisation of the previously strange, the 
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psychoanalytic model of the fetish is also a useful means of exploring the novel's 
treatment of Irishness. 

Moreover, generally, the later twentieth century phenomenon of "celt-chic" in New 
Zealand includes elements in common with the social construction of Maoriness 
popular in the mid 1980s. The intersection of Irishness with Maoriness in the bone 
people augmented the novel's attractiveness at a time of general anti-English sentiment. 
At the same time, this intersection localised a recovered version of Irishness, made it 
particular and meaningful to Pakeha seeking a new, local sense of identity in the mid 
1980s. The novel's association of the supernatural with Irishness also catered for the 
strong New Age interest in New Zealand at that time. 

Very many New Zealanders had at least some Irish ancestry,I a fact elided by an official 
and traditionally, socially hegemonic sense of England as cultural "centre" and Home.2 
This fact of origin, was, however, available to be uncovered and reclaimed. So, too, was 
the knowledge that the English had colonised the Irish as they had the Maori. 3 This 
dichotomous situation encouraged a rejection of Englishness through an identification 
with Irishness. 

Said observes that "[s]ince Spenser's 1596 tract on Ireland, a whole tradition of British 
and European thought has considered the Irish to be a separate and inferior race, usually 
barbarian, often delinquent and primitive" (1993 236). The hierarchy in this dichotomy 
was reversed by the Irish nationalist W. B. Yeats (1865-1939), who assisted in "creating 
the movement known as the Irish Literary Renaissance" (Jeffares xiii) . "Because 
Yeats's Ireland was a revolutionary country, he could use its backwardness as a source 
for a radically disturbing, disruptive return to spiritual ideals lost in an over-developed 
modern Europe" (Said 227). The bone people has a parallel effect to that of Yeats' work, 
although it is concerned with what it depicts as the supernatural, rather than the strictly 
spiritual with regard to its construction oflrishness.4 (More generally, Simon's co-

1 Donald Harman Akenson (Stout Research Fellow at Victoria University of Wellington for 1988-9) notes 
the difficulty of strictly accurate detailing of Irish immigration to New Zealand due to insufficient 
records and the fact that many Irish people settled in New Zealand via Australia. However, he 
estimates net direct and indirect Irish immigration to New Zealand in the period 1891 -1920, for 
example, as 70 278. In the 1951census,125,957 people of the New Zealand population listed 
Ireland as the place of their birth (25 and 40). Of course, the figures for New Zealanders with Irish 
ancestry (that is, descendants of any Irish immigrants) would have been much greater both in 1951 
and the mid 1980s. 

2In 1990, Akenson wrote, "[o]ver the last century, the Protestant Irish have disappeared as a separate 
group and have merged with the general Protestant majority in their new land. They have melded so 
successfully, that they in large have forgotten who they are . [ .. ] The Catholic Irish in New Zealand 
protected their identity somewhat better. They used institutions well (paiticularly the Church and 
their school system), but they developed no collective memory, and no systematic memorialisation of 
their own past. That[ .. ] is repression" (84-5) . "In demographic terms, the characteristics of the 
Protestant Irish certainly rendered them culturally invisible to those around them in New Zealand. 
They were Protestant, English-speaking, and possessed both regional and 'British' identities. All of 
these factors combined to locate them in the middle-ground of colonial culture" (Galbraith 49). 

3said notes that although "[t]he physical, geographical connections are closer between England and 
Ireland than between England and India, or between France and Algeria[, .. . ] the imperial relationship 
is there in all cases;" the acts and effects of colonisation pay no heed to the colonised's skin colour 
(1993 228). 

4The supernatural and the spiritual are similar in some ways. I make a distinction by relating the 
spiritual to the religious and the supernatural to the psychic, the ability to be "sensitive to or in touch 
with that which has not yet been explained physically" (Davidson, Seaton and Simpson 798). 
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guardianship of the mauri links the supernatural with the spiritual, Irishness with 
Maoriness in the novel's terms.) 

The bone people's preoccupation with Irishness is introduced subtly when Joe mentions 
that he is "pretty sure that O'Connor was the name of the people [Simon] was with 
during the shipwreck" (87); as most people are aware, O' is the preface oflrish 
patronymic names (Sykes 750). The reader knows from the Prologue that these are 
despicable people; one does not care whether Simon drowns - "[n]o guarantee he'll stay 
on the bottom" - and one has "skilfully and cruelly hurt him" (5). This negative 
p01trayal oflrish characters is reinforced relatively early in the book when Kerewin's 
research establishes that the grandson of an Irish earl has been "disinherited for 
disgraceful propensities" (99). This grandson, once identified by the definitively Irish 
name of "Timon Padraic MacDonnagh," is described as "a right layabout[ ... and] a 
registered heroin addict" (378). He is the embodiment of the cultural stereotype of Irish 
delinquency. 

At the same time, he can be read as exemplifying other aspects of the traditional 
mythology: "Timon the singer" had a "wildly merry" smile and "a marvellous voice, that 
even in his pain could ring and soar" (363, 349, 362). The prevalence of this mythology 
in New Zealand in the bone people's heyday (the mid 1980s) is well illustrated by 
Stead's observation that "Kerewin strikes me as more Irish than Maori, word obsessed, 
imaginative, musical, unstable, something of a mystic, full of bluster and swagger, charm 
and self-assertion" (1985 106). In such a mythology, qualities and attributes deemed 
undesirable by the English are repressed and projected away from themselves onto an 
apparently discrete and alien group of people, the Irish. Because this dichotomy is 
culturally constructed, it can be re-evaluated. The bone people allowed, indeed 
encouraged, previously anglicised Pakeha to vicariously experience a re-invention of 
themselves in terms of qualities and attributes traditionally deemed to be Irish and 
undesirable, but now deemed desirable. 

The distance between an anglicised point of view and the traditional mythology of 
Irishness exemplified by Timon can be read as marked by his feminisation. There is an 
emphasis upon his pre-Oedipal bonding with a mother figure: "he lived with a lady old 
enough to be his mother. Those were his words. 'She's old enough to be my mother, 
and mother of god, she's lovely"' (362). Of course, my psychoanalytic reading here 
assumes that the male is normalised by the positioning of the female as other. In the 
abstract, Timon has not yet established himself as masculine, as a subject of the 
symbolic order, by separating from the mother. That is, effectively, a hierarchical 
dichotomy of ethnicity (of a centred Englishness and marginalised Irishness) is 
reinforced by binary oppositions of sex and gender. It is only the establishment and 
presence of a fetish - it can be argued - that makes Irishness accessible to an 
Anglo(cised) point of view, that de-feminises it, making it no longer strange. 

Simon is established as a fetish in a different way than the mauri (the fetish which 
sanitises the originally strange and feminised Maoritanga). The mauri suddenly 
becomes present whereas Simon is present from the bone people's beginning. But the 
certainty of his Irish origins only becomes evident towards the end of the story, as does 
his total discreteness from women. 
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The possibility that Simon has Irish origins is established by his ring which Kerewin 
traces to the family of"the Earl of Conderry" (66). The "saltire" (the St. Andrew's 
cross) engraved under the "phoenix" on this ring intensifies its anti-colonial significance 
(66); St. Andrew is the patron saint of Scotland which, like Ireland,, was colonised by 
the English. The phoenix, "a fabulous Arabian bird[, ... ] burned itself every 500 years 
or so and rose rejuvenated from its ashes: hence [the word refers to] anything that rises 
from its own or its predecessor's ashes" (Davidson, Seaton and Simpson 736). 
Together, the ring's symbols foreshadow the novel's signification of a rejuvenation of 
Gaelic identity. Kerewin's subsequent and repeated reference to Simon as "ould 
Ireland" (184, 188, 198, 223) is confirmed as accurate when it becomes evident - some 
378 pages into the story - that the Irish Timon is his father (as discussed above). Once 
Simon is, thus, definitely defined as Irish, he - effectively - functions to empty some 
"undesirable" aspects from the traditional mythology of Irishness. 

The mythology is revised rather than completely reinvented, as is indicated by the 
difference and similarity of Simon's and Timon's names. The father is "beautiful" 
whilst the son has "an extraordinary face" and "silverblond hair" (362, 16). "Timon the 
singer[' s ]" "marvellous voice" has been passed on to Simon, who "has the strange heady 
purity of a counter tenor" (363, 362, 236). Although Simon sometimes repeats his 
father's delinquency, his behaviour is justified within the novel; for example, he breaks 
Kerewin's guitar after being traumatised by the sight of Daniels' dead body: " [t]he wood 
was smashed but the strings hung free, still humming in the air. Binny Daniels and the 
flies zoom back together" (305). Constable Morrison condones Simon's vandalistic 
behaviour more explicitly when he says with his hand on Simon's shoulder, " 'Christ, 
what a mess.' It didn't sound like he meant all the smashed windows, or the glass all 
over the street" (306). In comparison, Timon's far worse degeneracy - his sexual abuse 
of his son - is condemned by the novel through descriptions of the horrific effect upon 
Simon; for example, "it's nightmares at two in the morning, and three hours spent 
getting him calmed back to normality[ ... ] night after night after night" (82). In ways 
such as this, the reader is led to abhor Timon. 

Hence, Timon has several parallels to Tiaki's grandmother. Both exemplify a traditional 
mythology which is negatively portrayed (Irishness and Maoriness respectively). 
Although Timon and the grandmother are dead, they and their actions are described 
comprehensively. Yet neither has a narrative voice, even though (as discussed above) it 
would not be out of keeping with the supernatural element of "The Kaumatua And The 
Broken Man" for the grandmother herself to be present; likewise, the presence of 
Timon's own voice would not be surprising considering Simon can communicate with 
the ghost at Moerangi: "the little brown man with blue lines on his face [ ... ] became 
aware that Simon was staring at him, and grinned at him, and said something" (176). 
The grandmother's and Timon's silence means that their alternatives' perspectives (that 
is, Tiaki's, then Joe's, and Simon's) are set up as more valid. In other words, the reader's 
direct access into Simon's thoughts engenders sympathy for him in a way that is denied 
in regard to Timon. Overall, the bone people strongly implies the justified obsolescence 
of Timon (and all he exemplifies) and, by comparison, the life and currency of the 
revised mythology of Irishness epitomised by Simon. 

Further, in this reading, Simon is positioned very differently from the feminised Timon. 
Simon's effectiveness as a fetish (as the known which makes the unfamiliar manageable 
by standing in for it) is established by his progressively increasing distancing from the 
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maternal female body. In contrast to the bone people's concern with identifying 
Simon's birth father, there is no interest in his mother. In fact, there is the opposite 
concern of establishing the absence of a (female) mother. The man and woman drowned 
and washed up with Simon from the shipwreck are noted to be "definitely not his 
parents," "[n]ot according to blood groups" (87). Timon's (reported) partner could be 
Simon's mother, but there is no conclusive evidence nor even a hint to support this 
assumption. It seems that divers find the body or some other identification of Simon's 
mother in the submerged wrecked boat as the police are able to "close [their] file on the 
ah Gillayly child" (436). However, the point of mentioning the closure of this file is 
only to establish a lack of impediment to Kerewin's adoption of Simon. His biological 
mother remains an absence. Hana, his foster mother, who can be read as characterised 
biologically (by her sexual and reproductive capacities), also is always already dead. 
Although Kerewin finally takes on a parenting role in partnership with Joe, it can be 
argued that her female sexual and reproductive capacities are symbolically elided by the 
end of the bone people (as previously discussed). Notably, she has not gestated or given 
birth to Simon, fed him from her body nor otherwise enfolded him into what he would 
experience (psychosomatically) as enmeshed dependency. Thus, Simon's male sex -
emphasised by the inclusion of Joe's observation of Simon's "penis" (85) - is extended 
into masculine subjectivity by his final absolute discreteness from the mother, from the 
threat of castration or the loss of self in psychological engulfment. Correspondingly, it 
may be asserted, the mythology of Irishness signified by Simon is c:::mptied of its former 
characteristics of repulsive strangeness. 

More complexly, Simon is pivotal in the bone people's validation of what the novel 
presents as the supernatural, the term itself signifying its previous strangeness to a 
traditionally rational (anglicised) Western perspective. Aligning the concept oflrishness 
with that of the surreal as a means ofre-establishing an "authentic" Irish identity is 
noted by Declan Kiberd. He observes that 

both Yeats and Synge were reaching back beyond the imperial mission to a 
pre-modern, carnivalesque vitality, to those elements which peoples shared 
before the fall into imperialism and nationalism. [ ... ] Irish writers seized 
upon all that was denied in official culture - holy wells, pagan festivals, folk 
anecdotes and popular lore - and wrought these things into a high art 
(Kiberd 274). 

Vincent Tucker also discusses the construction of so-called authentic Irishness and 
makes the point that " [ w ]hat the revivalists sought to rediscover was merely a 
projection of imperial fantasy culture" (84). A revived - previously colonised - national 
cultural identity "would simply be one which could be easily translated into forms 
comprehensible to European imperial minds" (Tucker 84). To a large extent, this is 
what occurs in the revision of the mythology oflrishness signified by the bone people, 
although there is a little more complexity involved. 

Simon also works to disassociate what is represented as the supernatural from the 
book's initial version of Maoritanga, allowing Pakeha readers to claim "the 
supernatural" with the final version of Maoritanga. As discussed above, Tiaki's 
grandmother has supernatural powers which Tiaki does not share to any significant 
extent. Importantly, Joe leaves the wilderness only with the mauri.. He does not gain a 
new knowledge and possession of the grandmother's supernatural powers. At this 

108 



point, Maoritanga becomes purely spiritual. In comparison, Simon is characterised by a 
sixth sense throughout the novel. Not only does he engage with the ghost in the bach at 
Moerangi (176), he sees "lights on people[ ... a]uras" (93), and his "music hutches" are 
"focusing points" for energy (102). Simon's extra-sensory perception would have 
endeared him to the many New Zealand readers engaged with New Age concepts in the 
mid 1980s, as detailed above. The bone people's final association of "the supernatural" 
exclusively with the Irish-Pakeha boy has the effect of separating the so-called 
supernatural from feminised corporeality, of elevating New Age concerns (such as auras 
and contact with spirits) over sexuality and reproduction; indeed, of making the 
supernatural apparently "normal." 

The bone people's Epilogue gives the Pakeha reader a new sense oflrish identity, one 
that is intrinsically connected to New Zealand through its depicted common 
enmeshment with Maoriness and the local landscape (which have been transformed 
from strange to familiar by their infusion with the mauri). Gaelic extra-sensory 
perception becomes linked with Maori spirituality through the re-unification and 
inseparability of Simon and Joe. 

This connection within the novel points towards elements common to prevalent 
perceptions of Irish and Maori characteristics in the wider social sphere. Maui Pomare 
"draws parallels between ancient Irish and Polynesian traditions[ ... ] 'Like Cuchulainn, 
Meadhbh and Fionn MacCumhaill of Ireland, there are many stories of famous [Maori] 
warriors and fabulous men and women of myth and legend"' (45). The sharing of 
traditional "collective, communitarian values" by Maori and the Irish is observed by Pat 
Shannon: "Irish relatives and kin are legendary and the strength of the extended family 
unit with its pattern of reciprocity and networks of support are far from the isolated 
'bourgeois' family form," he adds (21-2). Shannon also notes how his experience of the 
"rituals and practices of the 'tangihana' [or Maori funeral] brought back dim memories 
oflrish 'wakes' in [his] early childhood" (22). Such communal conviviality is also 
exemplified in the "singing, the laughter and the craic (fun)," "the music," the 
"clap[ping], stomp[ing] and sing[ing] along" in Irish pubs in the past and present, 
including those in New Zealand (Tindall 110-13). Spontaneity and vigour are hallmarks 
of this Irish stereotype. In his discussion of the history of the English's perception of 
the Irish as barbarians, Seamus Deane states that modern romantic nationalism has given 
"certain aspects of 'barbarism' a privileged status. In literature, for instance, 
'barbarism' became 'primitivism' and represented a vigour lost to the sophisticated art 
of the civilised world" (147). Thus, the sprawling party - the drinking, music, talk and 
fun - in the bone people's liberatory Epilogue engages with a sociaHy prevalent 
preconception about stereotypical Irish characteristics and practices, as much as it does 
with the notion of Maori communality. 

Yet the benefits of the bone people's conclusion would have differed depending upon the 
reader's perspective. A convincing case has been made that this novel's transformation 
of what it represents as Irishness (as well as Maoritanga and Maori identity) constructs 
the implied reader as male or, at least, as able to perform the mental gymnastics to read 
femaleness as strange and other. 

While the bone people's implied reader is also someone who is not familiar with 
Maoritanga, she or he is constructed by the novel as more particularly Pakeha than 
Maori, or than other New Zealand ethnic groups. It is significant that the only other 
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mourner besides Joe at Tiaki's funeral is the Pakeha solicitor. He and his wife can only 
be described superficially as "stolid educated middleclass" for "they know what [Joe] 
talks about" when he tells them about "the kaumatua. About Simon. About Kerewin. 
About the dream world, and the world of the dead. About legends and myths, and nine 
canoes, tatau pounamu, the possible new world, the impossible new world" (3 77). The 
solicitor's wife exemplifies, emphasises and encourages Pakeha understanding and 
empathy with the bone people's construction of Maoritanga when she accepts and says 
that Joe's inheritance from Tiaki was "[o]rdained" (378). Brown notes that it is such 
apparently "stolid educated middleclass people [who] buy Booker-·Prize books" (253). 

However, the possibility of identification with what the bone people represents as 
Maori and Maoritanga is opened to a much wider range of Pakeha by the novel itself. It 
is noted that Kerewin looks Pakeha in biological terms; she is so pale-skinned that she 
feels the need to "whip out a certified copy of her whakapapa, preferably with 
illustrative photographs (most of her brothers, uncles, aunts and cousins on her 
mother's side, are much more Maori looking than she is)" (112). Further, Missis says, 
"I think [Kerewin]'s Maori for all that white skin" (292). Although Kerewin is 
extremely well if not conventionally educated, she cannot be described as middleclass or 
stolid. The fact that she is not characterised as belonging to any particular socio
economic group makes it easier for a range of people to identify with her. Moreover, 
Simon - who has no biological Maori ancestry - is included as a co-guardian of the mauri. 
His Irish connection provides a bridge into the bone people's Maoriness - strongly 
linked with Irishness as it is - for the many Pakeha with some Irish ancestry who 
identify as Celtic, and/or who see the Irish as loveable and charming Europeans; that is, 
as different to the English, to Porns. Overall, the novel signifies that inclination - rather 
than biology - identifies people as "Maori;" that is, as what is depicted as spiritual, in 
touch with New Age concepts, connected with nature in the form of the New Zealand 
landscape and, thus, having a local identity. 

Ifwe think on a superficial level just briefly, the novel's second-order meaning - that 
identification with Maoritanga can be elective - was reinforced by the extensive media 
coverage and visual representation of the bone people's author in the mid 1980s. Hulme, 
quite justifiably in my view, identifies strongly with the Maori strand of her ancestry. 
However, it can be observed that she does not have what is commonly accepted as a 
biologically "Maori" appearance. I realise that I risk seeming essentialistic here in 
discussing biology as marking identity. Nevertheless, it is appropriate to discuss 
relevant assumptions prevalent among the general New Zealand public during the bone 
people's heyday, in order, that is, to examine the novel's importance as a cultural text. I 
am not concerned with furthering the debate begun by Stead about Hulme's right to be 
considered a Maori writer. I Rather, I wish to point out that the pale skinned Hulme 
worked - rightly or wrongly - as an example which, superficially, encouraged Pakeha to 
feel that their own "whiteness" was not an impediment to an identification with 
Maoritanga. 

Conclusion 

lsee C. K. Stead, "Keri Huline's the bone people and the Pegasus Award for Maori Literature," Ariel, 
16: 4 (Oct. 1985), 101-8. 
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The bone people's phenomenal commercial success cannot be considered in isolation 
from its social and cultural context. The 1970s saw the beginning of a period of intense 
economic, social and cultural change in New Zealand society. Traditionally hegemonic 
ideologies were interrogated, including cultural dependence upon Britain, masculinism, 
racism and rational science. New preoccupations with women's and Maori's issues 
became prevalent. These preoccupations were - in part - closely linked with a strong 
interest in the New Age (ecology, spirituality and "alternative" healing) among middle
class and liberal social groups, at least. The bone people captured the public imagination 
through giving one voice to these widespread concerns, providing satisfying vicarious 
experiences for the reader, and functioning as a focal point for discussion. In a society 
in transition from a cultural reliance upon England, Hulme's novel and its anti-colonial 
content and second-order meanings were (seemingly paradoxically) legitimated for New 
Zealanders by the internationally prestigious award of the Booker Prize in Britain in 
1985. 

The multiplicity of concerns and levels in Hulme's novel meant that it had much to offer 
the reader concerned with personal and collective identity. Conceptions of ethnicity, 
sex, sexuality, gender and geography are commonly enmeshed on the level of the story. 
The narrative of the two Maori protagonists' reunification with Maoritanga is mixed 
with the resolution of their personal issues regarding sexuality. Kerewin's asexuality is 
explicit. It can also be argued that while Joe's fear of psychological engulfment during 
sexual intimacy with a woman is less immediately apparent, it is, nevertheless, as 
important a driving force towards the two's final non-sexual partnership. The 
characterisation of this pair also works against traditionally hegemonic conceptions of 
gender roles and identity - on a superficial level. Joe is a sole parent and Kerewin 
exhibits customarily masculine apparel, abilities and pursuits. In these ways, they 
affect a challenge to traditionally compulsory hierarchical heterosexuality, to the 
exchange of gendered attributes and capabilities which made patriarchal marriage and the 
nuclear family necessary, made it a cornerstone of capitalist society. 

It is curious, then, that the composition of Joe's, Kerewin's and Simon's final, triangular 
relationship corresponds with the traditional model of the nuclear family, two parents 
and a child (at the centre, that is, of their extended families), even though their 
relationship is non-sexual and non-reproductive. Surely a critique of traditional gender 
roles should involve a complete collapse - rather than a revision - of the nuclear family? 
It would, ifthere was a revolution in terms of traditional assumptions about sex, gender 
and sexuality. The bone people, however, offers only a revision of these assumptions, 
one which does not challenge masculinism fundamentally. 

Both of the strands of one of the novel's primary tropes - anti-colonialism - are 
communicated in terms of a hierarchical binary of sex. In this reading, the binaristic 
model allows the establishment of a sharp split between what is male, known and 
normal and what is female, alien and threatening in its difference, both with regard to 
Maori resistance to colonisation and Pakeha rejection of England as the cultural centre. 
The psychoanalytic concept of the fetish (the presence of which obscures threatening 
difference) helps explain the novel's transformation of what it represents as Maoritanga, 
Irishness and New Zealand's natural environment into forms accessible to a reader 
steeped in the traditional Western frame ofreference. Hence, as Joe and Simon also 
work to represent Maoritanga and Irishness, respectively, they become divorced from 
femaleness, the marker of difference. 
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The bone people's other primary trope - feminism - is also cast in terms of a hierarchical 
binary of sex, ultimately. This statement may seem odd, given that Kerewin herself 
speaks in terms of being a sexual neuter, a third category which should dissolve such a 
dichotomy. Yet for Kerewin, it may be observed, there is an essen1tial connection 
between sex, sexuality and reproduction (as is evident in the novel's underlying tenets 
as well). That is, she assumes that being female necessarily involves a sexual orientation 
towards men and, subsequently, children. She feels that she must become non-female in 
order to protect herself from what she perceives as the psychologically engulfing 
dependency of others. Yet (while her psychosomatic illness and recovery affects the 
sense of an inviolable psyche she needs in order to comfortably engage emotionally with 
others) the recognition and disavowal of her femaleness - through the simulacrum of the 
cancer - is dogged by the question of its re-presentation. In other words, we know that 
Kerewin has not really changed her sex, that it is a construction, a conceit, a point 
underlined by the novel's continued reference to her as "she." 

A way of explaining this anomaly is to argue that the depiction of Kerewin occurs 
within the models of liberal feminism and the ideology of mateship. On one hand, there 
was a genuine sense of liberation available to the female reader from this scenario in the 
mid 1980s, a voyaging into telTitory that had been denied previously on the grounds of 
sex and on the apparently connected gender role and identity. On the other hand, 
however, the representation of feminism only in terms of an imitation of men and 
traditional masculinity had the effect both of limiting the boundaries of feminism and 
implicitly reifying men and traditional masculinity as the so-called norm. At the same 
time, the denial of Kerewin's sexual and reproductive capacities meant that female 
readers were posed with an either/or choice. This choice occUITed in regard not only to 
identifying with Kerewin and her lifestyle, but also with the mythologies signified by 
the bone people. 

People who identified as gay, bisexual or lesbian were also or doubly (on the grounds of 
sex and sexual-orientation) prevented effectively from identifying with the connected 
mythologies of an inclusive Maori spirituality (that infused and connected people and 
the natural New Zealand environment) and a new Gaelic-inflected Pakehaness. The 
novel's inherent hierarchical dichotomy of what it represents as spirituality and 
corporeality validates and elevates the mauri through an extremely negative portrayal of 
sexuality. Female bisexuality is associated with the primitive and bestial corporeality of 
the female body (in the novel's terms, that is). Homosexuality is portrayed as more or 
less indistinguishable from paedophilia. There is a marked absence of heterosexuality in 
the novel (except for the very brief mentions of Piri and Lynn's focus upon each other 
in the pub (283-4) and, perhaps, a couple "pulsing by themselves in a dark corner" in 
the Epilogue ( 441 )). All in all, the implication is that sexuality is perverse and 
disgusting, or dangerous to psychological well being. 

My observation of this splitting of the corporeal from the spiritual can circle back to the 
point about Kerewin's, Joe's and Simon's final non-sexual and non-reproductive 
relationship. These three work both as individual characters and as representatives of 
larger cultural concepts. However, because the novel's nalTative techniques encourage 
the reader to identify closely with Simon, Kerewin and Joe, it is difficult to separate the 
characters from the concepts. Thus, overall, the bone people signifies that the 
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experience of Maoritanga, of belonging in New Zealand, is available to the Pakeha reader 
but only at the price of disavowing the sexual and the reproductive. 

This is the same message, interestingly, that is conveyed by Man Alane's mixture of the 
trope of the complete colonisation of New Zealand with the masculinist and 
homophobic ideology of mateship. The difference lies in the inclusion of a woman 
(although she appears not to be) and a child in the bone people's final scenario of 
mateship, and in the embrace - rather than the conquering - of the natural New Zealand 
environment in the later novel. While Man Alone affects a new sense of Pakeha 
belonging in New Zealand through the medium of the natural environment, the bone 
people does so through the same medium additionally invested with (its particular 
version of) Maoritanga and Maori identity. 
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Once Were Warriors 

Introduction 
I have discussed how ideological and discursive structures organise categories of sex, 
gender and ethnicity in such a way that the female reader is disadvantaged in the process 
of formulating and experiencing identity through reading Man Alone and the bone people. 
Given Once Were Warriors' specifically Maori content and its predominantly non
Maori readership, it is important to stay aware of cultural specificity when discussing 
the novel and its popularity, for "[t]he assumption of women as an already constituted, 
coherent group with identical interests and desires, regardless of class, ethnic or racial 
location, or contradictions, implies a notion of gender or sexual difference or even 
patriarchy which can be applied universally and cross-culturally" (Mohanty 55). In 
interrogating this assumption, Mohanty provides a model for my analysis of Once Were 
Warriors. That is, binaristic and hierarchical sex and gender, as well as a caste system, 
are produced by what Duffs book presents as the ideology of traditional Maori society 
and mutations of this ideology. In contrast, another ideology - what the novel depicts 
as true warriorhood - produces subjects simply as Maori. Overall, Once Were 
Warriors' internal revision of Maori identity represents it as innate, while also 
signifying that the expression of Maori identity through the practice of Maoritanga can 
change over time. In other words, the book involves a conception of Maori identity in 
terms of both race and ethnicity, as biologically determined and socially constructed. 

The application of Mohanty's model to Once Were Warriors as a cultural text is less 
straightforward. Here, I am dealing not only with the self-contained world of the novel 
(and its particular ideological production of subjects), but with readers' psychological 
interactions with this world and its second-order meanings. A variety of readerships 
was produced by the complex social and cultural forces at work in the first half of the 
1990s in New Zealand. Such readerships were not necessarily mutually exclusive, for, 
in short, they can be described as: the vast majority of New Zealanders negatively 
affected by libertarian governments' policies and actions, the .libertarian right, Maori, 
urban Maori, non-Maori, Maori women, non-Maori women, female victims of male 
violence and abuse, what David Butchbinder describes as the "New Age Man" (2), and 
those disadvantaged by the introduction of Human Rights and Equal Employment 
Opportunity legislation (that is, Pakeha men). It can be argued that Once Were 
Warriors' wide appeal was largely due to the intersection of these ·· sometimes 
overlapping - groups' concerns in its subject matter. 

Indeed, in his review in the Listener, Findlay Macdonald describes the book as "a closed 
world of debased and degraded existence, of dole-funded boozing, wife-beating and 
child-abuse" (32). In also defining Once Were Warriors as "a watershed of social 
realism in New Zealand (and Maori) writing" and stating that "Duff has penetrated the 
lives and minds of the Maori inhabitants of Pine Block, a mythical state-housing area in 
a North Island town called Two Lakes (the literal translation of Rotorua)," Macdonald 
imbues the novel with truth value (32) . Further, he adds that "Duff so obviously knows 
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his territory that there has been a natural tendency for people to pin his frightening 
observations on his own background of 'troubled' childhood, boys' home and borstal. 
He doesn't deny that source of his writing or that, in a sense, he has been researching 
this novel most of his life" (Macdonald 31 ). This notion that Duff is reporting - rather 
than creating fiction - reappears in a review by Michael Gifkins: 

[i]n the violence and hopelessness that characterise life in Pine Block, some 
readers will find confirmations of their own sense of a race of waiTiors 
unable to adapt to living in the 20th century. Others will see the sad results 
of past colonial arrogance and policies of assimilation. Still others will 
notice that traditional authority figures, such as the police, are rarely to be 
seen, but then that the community is ultimately self policing. [ ... ] In this 
reading, which it must be said that author Alan Duff (Ngati Rangitihi, 
Tuwharetoa) largely shares, the ultimate problem of the Maori is the Maori 
himself. [ ... ] Once Were Warriors is a novel with the serious purpose of 
telling the truth as the author sees it (109). 

Similarly, Duff is quoted by Macdonald as saying that his "relations, many of whom 
know that they are in the book themselves" as telling him, "Man, what you say is true 
and thank you" (32). In these reviews and interview, actual Maori are fused with Duffs 
characters. 

In effect, this fusion encourages readers to associate welfare dependency and abuse - as 
well as violence - with actual Maori, as does King's review of Once Were Warriors in 
Metro: "[Duff] focuses on the country's social underbelly: the world of state housing 
where low income and low self-esteem result in high alcohol and tobacco consumption 
and poor diet; the territory that is the breeding ground for physical and mental illness 
and crime" (182). This review would have a different effect if King referred to a social 
underbelly or part of the country's social underbelly. Overall, I will argue that the wide 
popularity of Once Were Warriors reflects a stage of internal de-colonisation in cultural 
discourse, one in which Maori are once again effectively cast as other by Pakeha, and 
scapegoated. On the other hand, from another perspective, the book can be viewed as 
inspiring Pakeha women to stand up for themselves as people, thus dissolving an ethnic 
boundary. 

As Once Were Warriors is complex and self-contradictory, it is difficult to speak of its 
construction of a single implied reader, or even several of these. I will, then, discuss this 
novel in terms of its match with many and various social groups in New Zealand in the 
1990s 

Economics and ethnicity 
While only a short period separated the first publication of the bone people (1983) and 
Once Were Warriors (1990), a significant social shift had begun during that time, one 
that continued through the first half of the '90s, the period in which Duffs novel 
continued to sell a phenomenal number of copies. "The years 1984-90 saw numerous 
and rapid changes which many people found bewildering" (Sinclair and Dalziel 337). In 
pursuing a free market policy, the government floated the dollar in 1985, phased out 
consumer subsidies on electricity, agricultural subsidies, import lic1::!nces, export 
incentives and reduced tariffs; state intervention and internal marketing of farm products 
was abolished or greatly reduced at the same time (Sinclair and Dalziel 337, Brooking 
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188, Bassett, Sinclair and Stenson 193). Economic remodelling also largely swept away 
a sine qua non of New Zealand's social fabric, the public service. In 1987, the 
Department of Lands and Survey and the Forest Service were the first public 
enterprises to be reinvented as commercial state corporations; State Coal Mines and the 
Post Office Savings Bank followed (Sinclair & Dalziel 338). These reforms and other 
restructuring meant that some 53 500 public servants lost their jobs between 1985 and 
1995 (Bassett, Sinclair and Stenson 194). More widely, retrenchment was exacerbated 
when the sharemarket crashed in late 1987 "with dozens of companies going under and 
thousands of individuals losing heavily" (Sinclair & Dalziel 341 ). By 1988, the number 
of unemployed exceeded 100 000 (Department of Statistics 1990 50), and doubled -
within only two years - to nearly 200,000 by late 1990 (Sinclair & Dalziel 341 ). Many 
of the people affected were shocked and devastated with ripple effects encompassing 
partners and families. Overall, lifestyles, options and hopes for the: future became 
severely limited for a significant percentage of the population. 

Further belt-tightening occurred with major tax reforms in 1987, and with adjustments 
to welfare measures - including national superannuation - announced in the 1989 Budget; 
the same year saw the introduction of "Tomorrow's Schools" (Department of Statistics, 
1990 50). This devolution of responsibility for schools to Boards of Trustees was not a 
bad thing in itself, but it was a fundamental shift from the traditionally hegemonic state 
control of education. It is not surprising, given the sheer volume and scope of the cuts 
and change forced upon the New Zealand public by Labour, that National was returned 
to power in the 1990 election: "it was the greatest political turn-around since Labour 
was first elected in 1935" (Sinclair & Dalziel 343). 

Yet the new government only continued what Labour had begun. "National cut most 
remaining benefits, increased pharmaceutical charges and charged Housing Corporation 
tenants market rentals" (Sinclair & Dalziel 343). Government spending was a "crushing 
burden" which "sapped the initiative and the energy of New Zealand's wealth creator," 
according to Ruth Richardson, Minister of Finance, who designed an economic package 
"to send a message to welfare recipients that work was better" (Sinclair & Dalziel 343). 
Moreover, National passed the Employment Contracts Act in 1991 which "broke the 
monopoly of the unions over wage [and conditions] negotiations" (Sinclair & Dalziel 
344). Enormous competition for work, given the high unemployment rate, meant that 
wages and conditions could be - and often were - minimal. There was widespread 
poverty, stress and desperation as many people were unable to manage; for example, 
there were 365 foodbanks around the country by 1994: the promised trickle down effect 
of economic reform had not appeared (Sinclair & Dalziel 345). Overall, the vast 
majority of people were considerably worse off. 

A Statistics New Zealand study found that the richest ten per cent of 
households had benefited most between 1982 and 1996, with real incomes 
rising by a third. Households with incomes in the middle bracket had gone 
backwards and the median real disposable household income was thirteen 
per cent lower than it had been in 1982 (Sinclair & Dalziel 345). 

Significantly, the gap between those that "had" and those that "had not" was wide and 
clear. For the general public, New Zealand society had become almost unrecognisable 
within a decade. 
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During the same period the government was involved in the process of compensating 
Maori 1 for historical breaches of the Treaty of Waitangi ( 1840). People usually resident 
who identified as Maori2 in the 1991 census were 9. 52 per cent of the population, a 
minority by far (Department of Statistics 1992 76). In comparison, 3.62 per cent of 
New Zealanders were Pacific Island Polynesian and the "other" categ01y - which 
included Pakeha - made up the remaining 86.86 per cent (Department of Statistics 1992 
76). How did the non-Maori majority react to the government's commitment to 
honouring the Treaty? In retrospect, in early 1996, Elizabeth Ashton observed that "an 
adverse reaction from the public" was not surprising, given the effects of the economic 
crisis (136). Ashton also points out that the government's "problem ofreconciling a 
disillusioned public to having to pay for their own health care and education while 
compensating various Maori groups with millions of tax-payers dollars is not an easy 
one" (136). 

The impact of the Treaty settlement process extended to some non-Maori's livelihoods, 
as it was complicated by the state sector reforms. The State-owned Enterprises Act 
1986 provided a safeguard in case crown land was needed for future reparation for 
breaches of the Treaty (Ward 35). Further protection for Maori claimants was affected 
by the Treaty of Waitangi (State Enterprises) Act 1988, which decreed that, if "the 
[Waitangi] Tribunal found that [crown land transferred to State Owned Enterprises] had 
been acquired in breach of the Treaty, it could order, not merely recommend, that the 
government reacquire the land at current market value and return it to Maori claimants" 
(Ward 35). It could seem that the return of crown land to Maori would have no effect 
upon non-Maori individuals. This was not the case, however, for many non-Maori 
were involved in the industries located upon such land. 

Forestry is a prime example. Although Maori claims against forested land were not 
settled until towards the end of the 1990s, there were strong indications much earlier 
that the government was likely to allocate significant forestry resources to Maori. That 
is, the Crown Forests Assets Act 1989 followed the Court of Appeal's decision in 1987 
that the government was obliged to deal with forested lands in accordance with Treaty 
principles during its privatisation of its commercial pine forests (Ward 38-9). 
Accordingly, the government retained the land and licensed cutting rights to the forest, 
the proceeds of which were held and managed by a Crown Forestry Rental Trust, 
"pending research of Maori claims on the forested lands. If these were proven, the 
licensed land could be returned to the Maori claimants, together with accumulated 
licence rentals" (Ward 39). Thus, provision for Treaty settlement had a significant 
impact upon the ways and workings of the forestry industry, making those non-Maori 
involved well aware of Maori claims, the likely re-distribution of the resource and the 
effect upon themselves should these claims be successful. 

The fishing industry was also a focal point in the process of Treaty settlement. In 
1986, the government introduced a nation-wide quota system for various species of sea-

1 The Waitangi "Tribunal's official definition of 'Maori' is to be found in section 2 of the Treaty of 
Waitangi Act 1975. This defines Maori for the purposes of that Act as: ' A person of the Maori race 
of New Zealand; and includes any descendant of such a person'. [ .. . ]Exactly the same definition is 
found in the Electoral Act 1993" (Byrnes 1). 

2 The definition of "Maori" for the 1991 Census involves biological determinism: "[t]hose specifying 
themselves as half or more New Zealand Maori, plus those not specifying the degree of origin" 
(Department of Statistics 1992, 76). 
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fish that were threatened by overfishing. Many Maori groups lodged applications for 
an injunction with the High Court (Ward 46). The "applications were granted, and a 
joint working party of Crown officials and Maori leaders was set up to negotiate a 
settlement" (Ward 46). The value of fisheries for Maori in the past and the present was 
made clear, for example, in the Waitangi Tribunal's Muriwhenua Fishing Report (1988); 
this report also noted that these northern tribes had suffered "erosion of their inshore 
fisheries in particular since 1840, with no compensation" (Ward 46). There were similar 
reports about other tribes and their historic situations and losses. Consequently, Maori 
- overall - wanted a settlement of at least fifty per cent of the nation's fisheries, a 
demand that was not met (Ward 47). Negotiations continued until 1992 when, in the 
Sealord deal, "Maori received a parcel of assets, including $50 million in cash, sixty-eight 
per cent of shares in the former Sealord fishing company and 60,000 tonnes of fishing 
quota in return for settling all claims on commercial fishing" (Sinclair & Dalziel 348). 

Understandably, non-Maori involved in the fishing industiy - with its limited total 
quota - were upset during the settlement process and by the final deal; it was reported 
in 1988, for example, that the "Fishing Industry Board, not unexpectedly, is strongly 
opposed to the 50 percent transfer [requested by Maori], claiming it is unjust, unsound 
and unworkable" (Sharp 13). Moreover, the general public was upset by what Ward 
describes as the "important concession won during the negotiations[, .. . ] that traditional 
fisheries providing seafood for private consumption would be reserved for Maori" (47). 
Exclusive fishing grounds for Maori ended the open access to rivers and beaches 
confen-ed upon all New Zealanders by "the Queen's chain," disrupting the traditional 
mythology of "the beach:" "enjoyment of New Zealand's extensive coastline is an all
year-round affair, an essential part of our lifestyle and popular culture. Access to these 
hundreds of fine beaches is our birthright," wrote Barnett and Wolfe in 1993 (7). Bob 
Burstall of the Recreational Fishing Council similarly describes the opportunity to 
"flick a line into the water" as "a birthright" (Black A3). 

Pakeha resentment and protest were inflamed by the acquittals of two Maori defendants 
on charges of illegal shellfishing; in fact, these two cases caused the "greatest outcry of 
the 1980s against Maori legal privilege" (Sharp 198). In 1986, Tom Te Weehi defended 
himself by citing section 88(2) of the Fisheries Act "which had it that 'nothing in this act 
[including shellfish regulations] shall affect any Maori fishing rights"' (Sharp 198). Te 
Weehi was acquitted "even though the nature and extent of Maori fishing rights was not 
established" and then Maori "locals at Ninety-Mile beach in the Far North began to reap 
the protected delicacy, the Toheroa" (Sharp 198). Two years later in 1988, Jack 
Hakirau Love was similarly acquitted after citing the same section of that Act; the 
conviction of Love's Pakeha gathering companion precipitated another - "noisier" -
outcry by Pakeha: "[t]hat this was 'apartheid', 'separatism', 'racist law, and that 
everyone ought to be under the same law' were the shibboleths" (Sharp 198). 

In the early 1990s, it appeared that Maori claims against non-commercial forested areas 
in terms of Treaty settlement would affect non-Maori's recreation, hunting and 
holidays. For example, an article entitled "Won-ies over Maori bid to control parks" 
appeared in the Dominion on 21 July 1992, detailing concerns over Ngai Tahu claims for 
control of South Island national parks and public conservation land. I Another report -

1 In the event, Ngai Tahu gained title of Aoraki/Mt Cook and then gifted it to the people of New 
Zealand, but this did not occur until 1999 (Ministry of Agriculture and Forestry). 
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"Treaty claim legislation 'threat to national parks"' - appeared in The Press on 19 May 
1993. As Bell observes, Maori claims for exclusive access to some natural resources 
"demonstrated the assumptions Pakeha people have made in terms of the right to 
nature" and "undermine[ d] the myth [ ... ] of egalitarianism" (29). 

Bell describes egalitarianism as an "inherent part of [Pakeha] culture" up to the 1960s 
(12).1 I would argue that egalitarianism persisted as an ideal if not an unquestioned 
myth among many social groups until much later than the '60s, in line with John 
Henderson's insistence in 1981 that egalitarianism is "the most fundamental and 
persistent historical myth about our society, deeply embedded in the Pakeha psyche" 
(185). While Aston notes the difficulty gauging New Zealanders' views of democracy 
and equality precisely, she observes that "the strong majoritarian tradition in New 
Zealand has led New Zealanders to equate democracy with equali~y" and hypothesises 
that "[h]ence, while agreeing that the Treaty should be honoured, this is only so far as it 
does not affect the rights or property of others" (87). There was more involved, then, 
in the general non-Maori resentment of Treaty settlement than public access to natural 
resources; ideologies and mythologies governing traditional perceptions of what it meant 
to be a New Zealander were disrupted, provoking a backlash among non-Maori against 
Maori people generally and the concept of bi-culturalism in particular. 

A significant by-product of the process leading to reparation for breaches of the Treaty 
was a well entrenched public perception of racialised social division, a perception 
fostered by comprehensive and sustained media coverage. Ashton concludes that a 
general lack of sympathy for Treaty settlement was (at least) partially due to the media, 
who awarded "significant coverage of the terms of the settlement" while often leaving 
the reasons behind the compensation unexplored (136). To prove her point, Ashton 
cites a comment made by Judge Ashley McHugh, the Waitangi tribunal's Deputy 
Chairman in 1990; the "public is hopelessly ill-informed about Ngai Tahu claims and 
unprepared for the implications of the Waitangi Tribunal report" (The Press). Of 
course, the positioning of Maori as discrete from non-Maori New Zealanders in general 
cultural discourse was intensified in 1990 by the wide, official celebrations and 
vociferous protest by many Maori which marked the 150th anniversary of the signing 
of the Treaty; ethnic binarism underlies the Treaty itself and New Zealand's policy of 
bi-culturalism. Once Were Warriors appeared in the same year. One of the complex 
reasons for the wide appeal of this novel was the way in which it enabled Maori readers 
to feel racially privileged by a unique trait, while - at the same time - encouraging non
Maori readers to perceive actual Maori as innately different from themselves. 

The representation of Maori identity 
The ideology of traditional Maori society, as represented in Once Were Warriors, 
produces subjects defined by binaristic and hierarchical sex and gender, as well as by 
caste. The novel also presents this traditional ideology as having been distorted in 
negative ways; what is depicted as a traditional, masculinist, binary division of sex has 
developed into males' physical, sexual and emotional violence against females, and what 
is described as historic waniorhood has become manifest as toughness and gratuitous 

1 Bell explains that the myth of egalitarianism's "base had been in colonial times, when, compared with 
conditions at 'home' a working person here could do as well as his or her betters in Britain. The early 
achievement of a high standard of living in this country served to support this myth" (12). 
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violence. Duffs book's version of an historic ideology of warriorhood is characterised as 
having a flip-side, slavery, an extremely negative legacy. Tradition, in itself, is not 
important in the representation of Maori identity and Maoritanga in Once Were 
Warriors, for the novel depicts the need for change in order to counter the destructive 
effects wrought by what it presents as traditional inequalities and their mutations upon 
its characters. Duffs story itself invests Maori characters with innate aggression and a 
strong propensity for physical violence, an assumption which underlies the novel's 
internal revision of Maoritanga and Maori identity. 

In the following fuller discussion of these points, I will refer to Once Were Warriors' 
initial portrayal of the Pine Block characters in terms of "cultural alienation," saving the 
term "Maori identity" to refer to the novel's portrayal of many Pine Block characters' 
experience of themselves once they practise Maoritanga. This is the same approach as I 
employed in the previous chapter on the bone people, in which the term "cultural 
alienation" is used to describe Joe's situation at the beginning of the novel, especially in 
the initial pub scene. A third term - that of/aux warriorhood - is applicable to the 
Brown Fists, who are presented in the novel as manifesting a mutant and inaccurate 
version of traditional warriorhood. It needs to be noted that these three terms - "cultural 
alienation," "Maori identity" and faux warriorhood" are used only to refer to Once Were 
Warriors' own take, its particular representation of Maori characters' formulation and 
experience of identity within the bounds of the book. 

It also needs to be made clear - before I move into detailed discussion of Once Were 
Warriors' contents and second-order meanings - that the concept of European arrival 
having a fatal impact, of the Fall, is inherent in Duffs positing of a binary opposition 
between what he depicts in this novel as traditional Maori society (including the 
ideology of warriorhood) and more recent mutations or distortions of this in urban Pine 
Block (even though the notion of pre-European contact Maori society as paradisiac is 
compromised by what Jake reports about the treatment of slaves then). Of course, 
Once Were Warriors' own binaristic conception of Maori society - hinged upon the 
point of European arrival - does not tally with contemporary cultural criticism, which 
views society, social milieux within society and culture as always in flux. From this 
perspective, then, any version of Maori identity is as "authentic," as valid as another. 
However, I need to analyse Duffs novel on its own terms, before considering it within 
other, larger perspectives. 

Nature and "authenticity" 
Once Were Warriors' internal revision of its representation of Maoritanga and Maori 
identity effectively interrogates an established literary tradition. The works of 
significant Maori writers like Ihimaera and Grace involve a close connection of 
"authentic" Maori culture and identity with nature and rural situations. Ihimaera's 
Tangi (1973) and Whanau (1974) are described by Jones as "pastoral" (208), a term 
also used by Wevers with regard to a tendency of Maori short stories up to and 
including the 1980s (1998 289). For example, in Tangi, Tama returns from Wellington 
to his rural home and says, "[i]t is the place of the heart. A Maori village a few miles 
from Gisborne. There are no shops, no reason at all for Waituhi to be here except that 
this is the hearth of the Whanau A Kai" (114-5). A similar message is signified by 
Grace's novel Potiki (1986): "[Maori] people were looking to their land again. They 
knew that they belonged to the land, had known all along that there had to be a foothold 
otherwise you were dust blowing here and there and anywhere - you were lost, gone" 
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(61). Thus, the writing of lhimaera and Grace paved the way for readers' expectations 
and acceptance of the bone people's positioning of Maoritanga as indivisible from New 
Zealand's natural environment, of the mauri as "part of the spirit of the earth herself' 
(364). 

Reading Once Were Warriors within the context of this tradition in Maori fiction, we 
would expect culturally alienated Maori characters to be positioned as discrete from 
nature. This expectation appears to be fulfilled in Once Were Warriors' opening 
setting, the urban Pine Block "slum" of "exact same state dwellings," in which there are 
"[n]o gardens. Not trees, not plant arrangement, not nothing" (7, 13). The positioning 
of "nature" here - even in its absence - is more in line with the notion of "landscape," the 
cultural sign of nature, inherent in which is the separation of people from their 
environment, I a shift from the common enmeshment of people, nature and place in the 
New Age spirituality finally signified by the bone people. 

Yet Duffs manipulation of the metaphor of nature - in terms of landscape - is more 
subtle and complex than a simple dichotomy. Nature appears in Pine Block as 
overgrown "grass [ ... ]weeds[ ... ] and slimy moss," its sullied quality corresponding with 
the residents' perversion of traditional Maoriness, the distortion of warriorhood as 
"toughness" (12, 47). In comparison, the beautiful rural arena of "the Wainui pa" -
which includes "trees" and a "lake" - is the scene in which traditional Maoritanga occurs 
(100-1); for example: Chief Te Tupaea states that "we are what we are only because of 
our past[ ... ] we should never forget our past or our future is lost:" a traditional 
"peruperu" or war dance is performed, and the speeches and songs are in Maori: 
"[rjaangaitia atu to noho" (124, 127, 126). This reading of an attractive natural 
environment as intrinsically linked with authentic Maoritanga in Once Were Warriors 
is, however, obstructed in several ways. 

Firstly, nature (as landscape) is not exclusively associated with Maoritanga, for "Pakeha 
houses [ ... have] well-kept lawns and nice gardens with flowers and shrub arrangements 
and some with established trees and others with the foresight to have young ones 
planted" (12). Thus, nature is not a metaphor exclusively for Maori cultural 
identification, but also works in another sense as signifying socio-economic status. 
Secondly, it becomes obvious that urban Maori characters' cultural alienation is caused 
by their ignorance of traditional concepts, customs, and language rather than their 
geographical distance from a rural marae in a natural setting. 

Generally, at first, the urban characters are ignorant of Maoritanga, as is clear when they 
visit the Wainui pa for Grace's tangi: "Pine Blockers, see; with none a this cultural 
learning, no social precedents, rules, no regulated teaching that'd givem the means to pay 
their proper respects" (133). Although Beth has had some long past experience of 
"cultural practices," they "had always been a mystery to a young girl growing up" 
(120). Despite her initial resistance, though, Beth has an extremely positive experience 
of what is depicted as traditional Maori cultural practice; she thinks, "(I feel as my 
ancestors must've felt). [ ... ] Filled that she was with this, this sense of . .. 
STRENGTH" (128). The rural marae ceases to be the exclusive cultural centre when 

I "In order for place to be seen as 'landscape', it has to be seen or experienced with a sense of otherness" 
(Mueke 57). 
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Beth invites the chief and elders to Pine Block, and this Maori cultural practice is 
manifest there. 

The initial boundary between what is represented as rural Maori authenticity and urban 
cultural alienation is disrupted as the traditional concept of a marae, or "meeting-ground" 
(Ryan 29) is revised into an urban setting. The lawn in front of the state houses has a 
parallel function to the grassed marae in front of the traditional meeting house in a pa (or 
Maori village); the narrator tells us that "there woulda been a hundred, oh, over a 
hundred ofem gathered there on the front adjoining lawns of Numbers 27 and 27B Rimu 
Street" (178). Despite this untraditional setting, the rural visitors communicate 
traditional Maoritanga to the urban characters, who formulate and experience a positive 
Maori identity in terms of their own urban environment: "in every line of mad rhythmic 
shout, this familiarity just impossible to know where it was coming from or why. Just 
this sense of: This is me. [ ... ] I am me! I stand here. I fall here" (180, emphasis added) 
Moreover, Boogie's appearance at Grace's tangi - imbued with a new knowledge of 
traditional Maoritanga - locates the Boys' Home as another cultural centre: "Bennett 
began a waiata [ ... ].The boy beside him [that is, Boogie] joined in" (132). This multi
centred formulation and experience of Maori identity within a dynamic and progressive 
cultural process is, however, informed by the constant of warriorhood. 

Warriorlwod 
The shifting of the setting for the practice of Once Were Warriors' conception of 
authentic Maoritanga - and the experience of Maori identity through this - from the rural 
marae to urban Pine Block signifies a pan-Maori identity based upon "warrior 
inheritance. Pride in yourself[ ... ] heart pride," (167); tribal affiliation is irrelevant. It is 
noted at the Wainui pa that Beth and Chief Te Tupaea are members of a "tribe," but this 
tribe is not named, not made concrete and imp01iant (123). The book's notion of a 
singular Maori identity is reinforced by the scenario in which Pine Block characters are 
developing their newly-owned land into a sports centre. This was not tribal land with 
which the Pine Block people have a particular historical, spiritual and emotional 
connection, as is the case with Tamatea's connection with Waituhi in The Matriarch, as 
noted above. Rather, the sports centre is a space in which a general waniorhood will be 
played out; as Once Were Warriors would have it, waniorhood overtakes tribalism as 
the essential marker of Maoriness. 

Duffs novel presents rugby as a legitimate modern manifestation of warriorhood; as the 
Pine Block characters work together on building a "changing room and shower block[ ... ] 
for the newly ploughed and sown rugby field," the Chief impaits knowledge and 
understanding of historical warriorhood; for example, he tells the Pine Block people 
"how their warrior ancestors were taught chants to gain strength from before battle" and 
"s[irigs] this ancient war chant in the language of its origin" (194). The ideology of 
rugby - like that of war - involves working as a team towards a common goal, beating the 
opposition. Rugby's paradox - unity in battle - neatly parallels historical Maori 
warfare, as Beth describes it: "we used to war all the time, us Maoris. Against each 
other. True. It's true, honest to God, audience. Hated each other. Tribe against tribe" 
(47). More widely, New Zealanders' traditional understanding ofrugby (which, was a 
hegemonic ideology until the late 1970s) in terms of war is reflected in Foreskin's 
Lament by one of Tupper's statements: "that standard has got to be one of guts, of 
character, of desire, of the spirit to go through the fire, the war, the dangers with your 
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mates" (51-2). Correspondingly, the rugby team sing "It's the way it was in the army I 
The way it was in the navy I Way it is on the football field I And so say all of us" 
(McGee 57). What is the implication, then, of Once Were Warriors' invocation of the 
New Zealand ideology of rugby in a solely Maori context? 

In New Zealand's colonial period, one of rugby's functions was to contain European 
men's (assumed) aggression and physical violence by channelling it into sport, into a 
controlled, "healthy" and "safe" situation (Phillips 1987 86-97). Rugby has the same 
function in Once Were Warriors, for Duff portrays his Maori characters as having an 
innate propensity towards war, towards aggression and physical violence. This 
propensity is established by the novel's sustained focus upon the haka - rather than, 
say, poi (the swinging of balls on strings) - as the definitive experience of Maori 
identity; for example: 

the thirty and more men and women launched into a haka [ ... ].A roar from 
the chief began it: Aa, toi-a mail And thirty voices answered: TE WAKA! 
they were crying to their chief, urging, haul up! The vessel on which their 
ancestors had once sped to war: the blood still running strong with those 
furious genes. [ .. . ] KAMATE! KAMATE! each line, every encrazed utterance 
a spit-laced outpouring of WAR! WAR! WAR![ ... ] And a woman feeling, 
you know, her heart just racing, and proud. (I feel warrior too.) Inspired 
(127-8 emphasis added). 

Later, Beth's intense experience of identification during a haka is shared by a big group 
of Maori characters in Pine Block: the chief 

was bursting into a roaring cry signifying the staii of a haka. [ ... ]And they 
danced. The dance of war. [ ... ]And the people sitting there with chills 
running up and down them and not from the cold either. And this incredible 
beat of war setting off things in their heads: of understanding themselves, 
some locked away part of themselves suddenly opened up (179). 

These Maori characters - including Beth - do not so much become converted to 
wmTiorhood as have what is portrayed as their innate aggression, defiance and 
physicality channelled into strength and pride in being Maori. 

According to Beth, colonisation disrupted historic warriorhood; she tells the reader that 
Europeans "[t]ook our land, our mana, left us with nothing" (a point which is 
developed in the following section on colonisation), but "the warriors thing got handed 
down[ ... only] in a mixed up sense[ ... as] toughness" (47). The manifestation of this 
toughness by the Pine Block Maori generally is exemplified by the description of events 
after the pub closes: "they lined up at the taxi rank where they argued, picked fights, 
had fights [ ... ].And a big scrap broke out in the carpark - so what's new? - as fullas 
heard it and were racing to join in" (80). Yet the Brown Fists are Once Were Warriors' 
clearest and most extreme example of the mutation of historical waniorhood into 
toughness in their on-going battle against the Black Hawks, another gang. The Brown 
Fists also consider themselves to be like their warrior ancestors in their appearance and 
"[s]taunchness" (or toughness and cachet) (139); the tattooist tells the reader, "a replica 

. of olden-day moko [ ... w]as the big thing to do these days amongst these gang members. 
[ ... ] Man, these Maoris are devils for punishment. I think it must be still in their blood. 
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They like tough things, deeds, acts" (181 ). However, the novel itself makes it clear that 
the Brown Fists' warriorhood is only skin-deep. 

A range of events and details builds Once Were Warriors' own judgement against the 
Brown Fists, and their attitudes and actions. The gang leader, Jimmy Bad Horse, is 
cowardly in his "set[ting] up" ofNig to be severely beaten and later murdered as a 
means of exacting revenge upon Jake, instead of facing up to Jake again himself (192). 
This lack of courage on Jimmy's part is foreshadowed by part of the description of his 
reaction to Jake's challenge in McClutchys: "some would claim they heard Jimmy Bad 
Horse gulp, and another that his eyes'd been wide with fear" (75). More subtly, 
Jimmy's "squeaky" and "funny high voice," "fat face," "bloodshot eyes" and "yellow 
stubs" of teeth undermine his credibility (137, 138, 195). In contrast, Nig's 
"handsome[ness]" (181) leads the reader to sympathise with him and revile Jimmy, as 
does the nanating of their interaction solely through Nig' s centre of consciousness: 

Oh man, we know bout your sis-ter, Nig. Clicking his tongue. (No eyes a 
kid can read. For a clue.) Her's was a, you know, a hea-vee trip, man. It 
was. Then - (shit! the fuck's happenin?) at chairs scraping, falling over, 
boots stomping towards him it felt like the fuckin world was coming to an 
end (138). 

Jimmy's deliberate prevention ofNig's attendance at Grace's tangi :also guides the reader 
to abhor him. 

Once Were Warriors' guidance for the reader to view the Brown Fists negatively 
extends to its general depiction of the gang. Gang members are gratuitously violent; for 
example, while attempting to repossess a television, "Wan-en up and kicked the woman 
in the face with his heavy boot. Nig heard the pop of her face bursting. And he had to 
close his eyes. [ ... ] Wanen did it again and again" (158). That is, the gang's reputation 
as "staunch" is established and maintained through violating the defenceless rather than 
through courage and prowess. They are characterised as bullies rather than waniors, as 
is also apparent when they set their own "[b ]ull teniers" against a visitor's "[r ]otties" 
to prove their superiority by proxy and entertain themselves (143); as a breed, 
Rottweilers are less tenaciously fierce than bull teniers. The Brown Fists' lack of 
personal grooming and housekeeping standards are likely to contribute to the book's 
influencing of the reader towards rejecting their faux warriorhood: their "floor" and 
bedding are "filthy" (they use "no sheets") and they are "filthily" dressed (136, 150, 
196). Yet the novel's own heavy condemnation of the Brown Fists is tempered by the 
inclusion of characters' motivation for joining the gang. 

Culpability for the gang's existence is laid with parents who have failed to provide a 
positive family environment for their children; Pine Block Maori characters are 
described as the "people from whose loins and past troubled ways did spring this 
monster calling itself Gang" (196). Tania, for example, tells how her mother' s regular 
abandonment of her children - to go out and "binge" on alcohol - led to the burning of 
her brothers and sister to death (153). Similarly, Jimmy's "[a]rms [are] black and 
purple with tats; like a chart of his troubled childhood and early adulthood written all 
over him" (76) . Given this information, it is very understandable that these characters -
and others like them - want to join the Brown Fists to gain a sense of "belonging" in the 
"family" of the gang (139~ 137). 

124 



However, as is also evident, this supposed family loyalty is a charade, as is made clear 
by Nig's dream as well as Jimmy's betrayal: 

[h ]e dreamt he came upon several men with facial tats of exquisite design. 
They were beating someone. [ ... ] Nig askin em: Are you my Maori 
ancestors? [ ... ]They paused from the beating to give a kid hostile looks and 
one answered, No. We are not of your cowardly blood, for we know you 
are knowing fear. We are warriors. [ ... ]Then they had blue and white 
bandanas around suddenly wildly frizzy locks. And they kept punching 
this face until he rattled. [ ... ]He asked them: But why are you doing this to 
him? And one replied: Because he is no longer one of us. And Nig said: 
Isn't there a way he can make up? And the warrior said, No. He no longer 
thinks as we do. And for this he dies. [ ... ]He woke[ ... a]nd look[ed] at his 
fellow gang bruthas and one sista [ ... ]and they coulda been the same 
gang/warriors as in the dream. So the sweat broke, because the fear was his 

· own. And so was the face of the bone-rattling victim (189). 

This dream also highlights the fundamental destructiveness of the Brown Fists' modus 
operandi. In the novel's own words, gang warfare sets "Maori against Maori" (15): 
"[a]ll these mean machines[ ... ] loaded with Browns achin to do murder" of the Black 
Hawks (195) . Gang identity also precludes any sense of a Maori identity common with 
supposed detractors, other gangs and characters who do not belong to any gang. In the 
Brown Fists' terms, then, Maori identity involves a social hierarchy of groups. 

On a more personal level, the same conception of warriorhood as the assertion of ego 
through subordinating others is apparent when Jimmy feels that "his pride, his 
manhood" is at stake during his confrontation with Jake, as well as when he has Nig 
killed in order to assuage his ego by proxy (79). The Brown Fists' general actions and 
attitudes are effectively condemned by their responsibility for the death of Beth's 
"favourite" son, as the reader is encouraged to have much sympathy for Beth, given the 
large percentage of the story told through her centre of consciousness, and her 
facilitation of changes which benefit many characters (11 ). Because Jimmy's and the 
Brown Fists' self esteem is gained only momentarily through the external means of 
proving one's self or one's gang at the expense of another, it needs to be repeated over 
and over again in an endless and divisive cycle of violence. 

This derogatory characterisation of the Brown Fists - the faux warriors - is constant 
throughout the novel, providing a reference point against which the positive 
development of many Pine Block characters is measured and emphasised. Their 
conversion from toughness to (what the novel holds to be) "true" warriorhood involves 
an internally generated pride and strength in being Maori . The "true" warriors' unity is 
emphasised at the end of the story, when "maybe four hundred" of the Pine Block 
Maori are described as "The People" and "brothers and sisters" as they sing together in 
Maori at Nig's tangi. These characters can unite because they no longer need to bolster 
their self esteem by being tough, including beating each other as a means of gaining social 
status. What Duff represents as their innate propensity towards aggression and 
physical violence has been managed by being channelled into the halca and rugby, while 
the "other half' of Pine Block (who elected not to join the Maoritanga sessions) and the 
gangs are set to continue to direct their aggression and physical violence against each 
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other as Once Were Warriors concludes (192). Thus, all of these fictional Maori are 
characterised as innately aggressive with a propensity towards physical violence. 

In attributing these qualities to the characters' "warrior inheritance," Once Were 
Warriors signifies that Maoriness is biologically determined at the most basic level 
(167). On the other hand, the practice and expression of Maori identity, the 
manifestation of shared traits, is presented as diverse and mutable in the novel; Maori 
characters are not homogenised. This model of Maori identity - as fundamentally racial 
- elides non-Maori ancestors. Hence, the assumption prevalent in the social milieu 
surrounding Duffs book - that Maori and Pakeha are essentially and binaristically 
divided - was reinforced effectively by Once Were Warriors. In other words, the book 
works to support the notion that New Zealanders divide into Maori and non-Maori 
depending upon the presence or absence of any Maori in their lineage. 

Furthermore, Once Were Warriors' discounting of tribal affiliation in its revision of 
Maoritanga and Maori identity reflected a reality for a significant number of actual 
Maori. By "1981 four-fifths of the Maori population was urban and a majority of 
Maori have now [that is in 1992] probably been born and raised in urban areas" 
(Department of Statistics 1992 75). Actual Maori living in urban areas were not 
necessarily lacking affiliation with a tribe or tribes, but a significant number believed in a 
pan-Maori identity. That is, urban Maori authorities were well established before the 
novel appeared in 1990; for example, in 1986 there were three government funded Maori 
'authorities' in Auckland (Himona). Marilyn Lashley details how these organisations, 
like the Te Whanau 0 Waipareira Trust, based in Auckland, and the Manakau Urban 
Maori Authority Incorporated in South Auckland, were involved in "seek[ing] social 
justice and compensation on behalf of 'detribalized' Maori and ha[ d] filed 'pantribal' 
court appeals challenging proposals to redistribute treaty settlements via iwi 
mechanisms" (35, 38). Once Were Warriors' appeal for these people - and perhaps for 
others whose tribal connection was more academic than a way of life - was its validation 
and celebration of a pan-Maori identity. 

Complexity and complication in the representation of Maori characters 
Other aspects of Once Were Warriors' cultural significance will become evident from 
my examination of the various groupings of Maori characters - those from the rural pa, 
the culturally alienated Pine Block people, the Brown Fists and the adult Hekes - in 
more detail. Division based on sex and/or caste occurs within these various groups. 
Such division vanishes in some groups by the end of the novel, but not in others. This 
state of affairs complicated Once Were Warriors' cultural significance during a period in 
which the violation and abuse of females by males were prevalent issues in New 
Zealand's general cultural discourse. Overall, the book depicts such actions by male 
Maori characters as precipitated by traditional inequalities in Maori society and by the 
mutation of these inequalities. This aspect of the book worked to encourage and verify 
many non-Maori's projection of male violence against women onto actual Maori and, 
thus, distance it from themselves. Along the same line, Once Were Warriors also 
signifies that European colonisation is not the reason and an excuse for Maori men's 
violence. It seems likely that this second-order meaning made the novel additionally 
appealing for many Pakeha. 
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In expanding upon these points, I will describe the development in the social milieu 
surrounding Duffs novel; discuss the inequalities among the novel's Maori characters; 
and, then, draw conclusions about the novel's appeal for a range of readerships produced 
both by the traditionally hegemonic binary division of sex and gender in New Zealand 
and by the social changes and challenges to the traditional understanding of the 
relationship between females and males. My conclusions will take into account the 
fundamental binary division of New Zealanders into Maori and non-Maori prevalent in 
society at that time and reflected and reinforced by Once Were Warriors. 

Tlte social issues of violence and abuse of females by males 
New Zealand's traditionally hegemonic and hierarchical binary division of sex and 
gender is detailed in the chapter about Man Alone . 1 Masculinism was still prevalent 
among males to a significant extent at the time Once Were Warriors was published. For 
example, in Bill Rout's study of the social mores of male secondary school pupils at one 
boys' school and one co-educational school in that year (1990), he found that the 
"dominant 'image' of being 'staunch' was personally and socially accepted by many 
boys as being 'normal'" (148). "Being 'staunch' [Rout went on to rexplain] was ensured 
by the learning and practising of violence - an explicit, personal and hegemonic 
expression of dominant male power" (148). More specifically, "sexism[ ... ] was used to 
oppress girls. Sexism and hassling [of other boys] were used not only to produce and 
reproduce relations of male power, but were also used as a reference by which [boys'] 
own perceptions of themselves as males were measured" (Rout 148). In expanding 
upon Rout's findings, Pamela Stirling reported that 

[m]ost women[ ... ] are 'shocked' at the young-male attitudes revealed in 
[Rout's] research. But men? Many react by 'shrugging their shoulders and 
saying they already knew.' This stuff[ ... ] is taken for granted by men -
unquestioned and socially and personally accepted as 'normal' ("Stop" 17). 

However, legislative challenges to masculinism began in the late 1980s, with more 
weight and impact than the protests made by the women's movement in the 1970s and 
'80s. Given that the ideologies of masculinism and Pakeha identity had overlapped 
traditionally (Law, Campbell and Schick 14), many men's sense of identity was doubly 
and profoundly threatened. 

In working towards redressing traditional sexism and racism, legisla1tion governing human 
rights and equal employment opportunities necessarily continued the ideological 
production of subjects within the categories of sex and race. The State Services 
Commission directed all government departments to establish an Equal Employment 
Opportunities (EEO) programme by April 1988 (Walsh and Dickson 41). Two years 
later, the Employment Equity Act 1990 became law and all state and local government 
organisations, as well as those employing five hundred or more workers, were required 
to "draw up and implement" such a programme (Commerce Clearing House 61). The 
typical aims of an EEO programme were to "give women, the disabled, members of 
ethnic minorities and any other minority group (it could be people with family 
responsibilities, part-timers, in some cases men) a fairer chance at getting jobs, training 

1 See footnote 1 page 43. 
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and promotions, and fair work conditions" (Ansley 36). Predictably, a fairer sharing of 
the "pie" was resisted by those used to getting disproportionately large "slices." 

Trudie McNaughton, Executive Director of the EEO Trust, observ1ed in 1992 that "there 
is often a backlash among, say, white male workers. 'That's based on resentment of 
what they see as tokenism' "(Ansley 38). McNaughton is quoted as explaining that 
"resistance [to EEO] occurs because you are talking about fundamental cultural change. 
[ ... ]And that always leads to resistance" Sayers 304). Negative attitudes towards EEO 
were intensified by the economic milieu; that is, "[i]n a period of great job insecurity, 
personnel policies which seemed to favour particular groups over others aroused 
opposition" (Walsh and Dickson 47). Hyam Gold and Alan Webster - who surveyed a 
representative sample of 1003 people for their New Zealand Values Today: The Popular 
Report of the November 1989 New Zealand Study of Values - found that "[r]esistance to 
the legislation approach [to EEO] comes primarily from men, and those over fifty" (86). 
Thus, there was a significant gap between equality as legislated and the reality of 
attitudes held by many men and many Pakeha, a gap which generated considerable social 
and interpersonal tension. 

The interrogation and prevention of sexual harassment I was a focal point in official 
moves towards the equality of all, and an issue particularly relevant when considering 
Once Were Warriors' cultural significance. By the early 1990s imperatives against 
sexual harassment had become legally binding, although there were some earlier official 
proscriptions; for example, the Victoria University of Wellington introduced 
Regulations on Sexual Harassment in 1986 (Grainger 132). The first legal provision 
specifically addressing sexual harassment appeared in the form of section 29( 1) of the 
Employment Contracts Act 1991 (Grainger 128). Wider legal protection against sexual 
harassment was subsequently provided by The Human Rights Act 1993; that is, this 
Act extended such protection beyond the arena of employment to encompass those of 
education, training, goods, services, access to places, vehicles and facilities, and access to 
or use ofland, housing, or other accommodation (Grainger 130-1). These legal 
requirements for the protection and well-being of women (principally) necessitated a 
major re-education of the many men used to operating in a masculinist milieu in the 
workplace and community, a milieu which benefited themselves at the expense of 
others, but which many men simply regarded as normal. In 1989, Audrey Colbert 
commented that such education, "which has involved a great deal of co-operation, is, 
however, by no means complete" (30). 

1 In the Policy Statement on Sexual Harassment in Employment (May 1987) the Human Rights 
Commission considered that "sexual harassment in employment[ .. . ] generally occurs where there is 
verbal or physical conduct, including misuse of visual or written material, of a sexual nature by one 
person toward another and: 

l. the conduct is unwelcome and offensive and might reasonably be perceived as unwelcome and 
offensive and 

2. the conduct is of a serious nature or is persistent, to the extent that it has a detrimental effect on 
the conditions of an individual's employment, job performance or opp01tunity. 

Harassment can be perpetrated by either 
One person toward another or 
By a group of people towards a group of others or 
By one person toward a group of others" (Colbert 77). 
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There is no doubt that a significant number of men perpetrated sexual harassment, abuse 
and violence (which exist in a continuum) against women in the period leading up to and 
during Once Were Warriors' phenomenal popularity. A private organisation - Rape 
Crisis - had been helping and supporting victims of sexual abuse and rape since the mid 
1970s, when three centres for such victims were situated in Christchurch, Auckland and 
Wellington; by 1992, there were twenty-six affiliated centres and a national office 
(Holdt & Associates 2). Rape Crisis' necessary and important function in the first half 
of the 1990s (at least) is evident, for example, in findings from the 1991 Otago Women's 
Health Survey in which nearly thirty-three per cent of the women surveyed randomly I 
reported being sexually abused as a child (Mullen et al 1 ). The Otago study also found 
that twenty-five per cent of the random sample of women had experienced adult sexual 
abuse (Mullen et al 1). Moreover, by the early 1990s there was a new and heightened 
level of public awareness and openness about sexual abuse. Patrick Fitzsimons 
observes that the "New Zealand experience reflects a world-wide phenomenon," noting 
that the 

Waikato Times (9 November 1994) reports a spokesperson from Accident 
Rehabilitation and Compensation Insurance Corporation as saying that over 
one four month period as many as 500 people a week are filing claims for 
sexual abuse. A Government spokesperson believes that the claims 
reflected people's awareness and greater willingness to talk about sex abuse 
than a rise in incidence (1 ). 

This new openness extended to the issue of men's physical violence towards women, 
another point which will contribute to an explanation of Once Were Warriors' apparent 
appeal to various readerships. 

While domestic violence was ignored traditionally, "[b ]y the 1990s perceptions were 
very different," as Phillips explains: "[t]he refuges began to document the extent of 
domestic violence in New Zealand, and a stereotype was born of the male who was a 
respectable husband in public but a violent abuser unable to control his anger at home" 
(1996 274). Phillips adds that, 

[t]he home had been considered the guarantee of respectability, the place 
where men settled down and learned to control their wilder instincts. [ ... ] 
Now there was a suspicion that men brought all their emotions home, and 
within those sacred walls let it all hang out by abusing the people who were 
closest and most vulnerable (1996 274). 

While the actual extent of domestic violence is impossible to document, it occurred to a 
significant extent in the period leading up to and including the early 1990s. For the year 
ended June 1992, the police reported attending 21,093 domestic disputes, a 7.7 percent 
increase on the previous year and a 19 percent increase on the figure recorded in 1981. 
As with reported sex offences, reported incidents of violence in this form are recognised 
as being only a small proportion of the total, with the majority of offences never being 
formally reported or actioned. So, the number of women affected by this form of 
violence can only be guessed at (Statistics New Zealand 1993 168).. 

1 "3000 Otago women were randomly chosen from the New Zealand electoral rolls and sent a 
questionaire;" 1491 responded (Mullen et al 1). 
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A question must be asked about the relevance of ethnicity in this scenario, given that I 
will be relating it to a novel focused upon Maori characters. While there is no way of 
knowing whether ethnicity affects the likelihood of a victim of rape contacting Rape 
Crisis, the latter's statistics confirm that rape is not a crime confined to one ethnic 
group; Pakeha are well represented, making up seventy percent of Rape Crisis' clients 
in the years between 1992 and 1996 (Holdt and Associates 1 ). Indeed, in No Place Like 
Home: Women's Experience a/Violence (1989)- a survey of705 women conducted 
through the wide-reaching means of the New Zealand Woman's Weekly, Broadsheet and 
a women's Self Defence Network - Deborah Cox and Mary Irwin concluded that 
"women are most likely to be attacked by someone of their own ethnic group:" "84% of 
European respondents, 61 % of Maori respondents, and 70% of Pacific Islander 
respondents were abused/attacked by someone of their own etlmic group" (49). 
Further, 

· [i]n 1992, [women's] refuge clients were almost equally divided between 
Maori and non-Maori, with 9.5 percent of clients being Pacific Islanders. In 
its 1993 annual report, the National Collective of Women's Refuges 
suggested that this over-representation of Maori and Pacific Island clients 
partly reflects these groups' limited access to a range of resources in 
comparison with Pakeha women (Statistics New Zealand 1993 169). 

Clearly, ethnicity was not a significant factor in the physical and sexual violence 
perpetrated by men against women and children in the first half of the 1990s. 

It is remarkable, then, that Once Were Warriors signifies that its male Maori characters' 
violence against women is precipitated partly by their innate aggression and strong 
propensity towards physical violence (depicted as inherited through their warrior 
genes), and partly by mutations of what the novel presents as the ideology of traditional 
Maori society. 

Tlte novel's representation of inequalities in traditional Maori society and mutations 
of these 
Divisions based upon caste and sex characterise Once Were Warriors' version of 
traditional Maori society. At the Wainui pa, the initial site of wha1t is positioned in the 
novel as cultural authenticity, Beth is 

half resenting the male elders, their privileged position, their s,ecret language 
that only they and a few others knew[ ... ] a males only domain. And only 
certain males at that. From certain families. From chiefly lines. And to hell 
with the rest, you're here to serve us. That's how a girl'd felt. And 
growing up to the knowledge that as a woman she was never going to have 
the right to speak publicly, as this man now was (120). 

However, some women are less discriminated against than others: "several women (they 
knew who they were; who was permitted, who wasn't)" join the chief and "their men" 
in singing a "waiata tangi: lament for the dead" (126). These singers and their actions are 
defined by their bloodlines - or perhaps by maniage. That said, ultimately, these female 
singers have lesser status than the male chief and elders, as evident in the indented 
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quotation just above. Caste and sex are both - sometimes overlapping - markers of 
identity in what Once Were Warriors portrays as traditional Maori ideology. 

In comparison, the faux warriorhood of the Brown Fists is portrayed as involving a 
straightforward, binary and hierarchical division of sex, despite appearances to the 
contrary; caste is not an issue in this group. Male characters dominate the gang in terms 
of numbers: "two dozen crazy mad heavy dudes, bout half a dozen ofem sheilas" (137). 
Yet male Brown Fists have no option on toughness: "this skinny bitch, Nig' d seen her 
around, mean as. Hidden behind her shades she looked meaner'n some a the dudes" 
(138). However, Tania's faked reaction during her sexual intimacy with Nig is telling: 
"her kiss immediately rough: lips tight, pressing too hard, no movement, no softness. 
(So [thinks Nig] what gives?) Then she started moaning. (No way, man.) It was wrong. 
Her timing" (150). Clearly, Tania has been perceived by male partners (presumably 
gang members or associates) as a means to an end, an object, rather than a person in her 
own right, as is verified when she says "girls, women, don't come" (154). 

The male gang members' sexual objectification of women takes on more significance in 
terms of their formulation and experience of identity when Tania announces, "I'm on 
the block tanight, boys.[ ... A]nd all the bruthas [respond by] gri1ming and chuckling and 
looking horny" (193). The male Brown Fists follow this sexual practice with some 
regularity since she is described as "stumbl[ing] over to the table where they sometimes 
ate from but mostly perched on and rested their beer bottles on, and anytime there was 
a sheila for blocking it was usually there" (193). Tania's drunken collusion is indicative 
of her very low self esteem, her acceptance of her marginal status to the male gang 
members. That is, she is construed as different in a significant sense by the male Brown 
Fists, who bond through sharing her body and those of the rest of the women they have 
sex with collectively. In other words, their maleness, their common possession and use 
of their penises are means by which they reinforce their unity and uniformity; thus, 
Tania's genital difference is important. Indeed, Jimmy, the gang leader, conflates "his 
pride [ ... with] his manhood" (79). Ultimately, then, female characters can be read as 
always already excluded from fully identifying with the gang and its version of Maori 
warriorhood, however staunch these women are. 

The regular male characters in Pine Block share this perception of sex and gender as 
binary and hierarchical. That is, according to Jake and other Pine Block men, Beth is 
going against the "Maori way" by refusing to cook eggs for a male visitor, and by 
standing up for herself verbally: "Jake tell[s] her to shuddup woman" and another man 
says, "I ain't sitting here while no woman talks like that to men" (28). Beth points out, 
however, that "this bullying, man-hitting-woman shet [ .. .]. It's not manhood, and it 
sure as hell ain't Maori warriorhood," a view which underpins the novel (28). Jake and 
his male mates confuse misogyny with cultural authenticity. They are isolating and 
perverting one aspect of the ideology of traditional Maori society - as represented in 
Once Were Warriors - that privileges themselves, while ignoring the rest except for their 
misunderstanding of warriorhood as toughness. 

More particularly, Jake's physical and sexual domination of his wife is also precipitated 
and motivated by his position in the traditional Maori caste system (as represented in 
Duff's book); that is, Jake was constructed within the traditional ideology of 
warriorhood while growing up in a "pa" (102). As he explains, historically, it was 
"[b]etter to die" than to "be a warrior[ ... ,] get captured in battle" and thus become a 
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slave (102). "Five hundred years of the slave curse" was on the young Jake's head, for 
his "branch of the Heke line was descended from a slave" ( 102, 103 ). Social isolation, 
along with physical and verbal abuse, kept Jake and his family positioned at the bottom 
of the social heap: 

[ w ]hen I was a kid - me and my brothers and sisters - we weren't allowed to 
play with many other families in our pa. [ ... ] As for the kids related to the 
chief: if we went within a hundred fuckin yards of em they'd be throwin 
stones, yelling and screaming at us to get away, go home, you Hekes're juss 
a packa fuckin slaves (103). 

Jake's suffering as a child has left him psychologically disturbed, as is evident in the 
constant grinding of his teeth: "a sure giveaway of his inner turmoil" (50) . His "bad 
dreams" are as illuminating as those of Joe in the bone people (51). Jake dreams, for 
example, that "someone'd thrown this fuckin big octopus at him and the thing's 
attached itself to him, spread all over him. [ ... ]And trying to get it off him: every time 
he ripped a tentacle from one spot, another'd suck onto a new spot" (52) . In this 
dream, Jake feels overwhelmed and powerless, but, subsequently, he is able to deal with 
the victimisers through physical violence: "[h]e'd finally got rid of the monster and then 
it was time to get the cunts who'd done this to him: he'd punched and broken and torn 
limbs from their sockets" (52). The adult Jake needs to overpower others in his 
conscious life to compensate for the psychological residue of his childhood humiliation 
and distress. 

Jake, the "six foot three inches of hard muscled towering man of him," has no trouble 
earning and keeping his kingpin status in Pine Block (18). For example, when he 
deliberately attacks and overpowers the stranger in the toilets he reports to his friends 
that he was "[s]tanding over the fulla - moaning the useless prick was - tellingim, I don't 
like heroes come into my patch, thinking they own the fuckin show.[ ... ] You wanna 
stay on side with me, man, you keep your dukes to yourself nless its with my sayso" 
(72). There is no need for Jake to actually hit people to reinforce his status, for his 
reputation frightens others into obsequiousness; as he points out, there have "been 
times when a man had his whole table covered in jugs from the people. And a man 
knows they're buying his favours, his promise that he'll leave them alone" (53). On one 
hand, Beth is just another person for the "fist-happy" Jake to beat up as a means of 
gaining self esteem through asserting his dominant status (7) ; he "beats her every 
month," Grace tells us (88). On the other hand, as Jake believes that Beth (a woman) 
should be subordinate to him (a man), his violence towards her is doubly motivated. 
That is, as someone who needs to prove his social status in order to manage his 
psychological damage from childhood, he is even less able than the averagely masculinist 
Pine Block man to cope with an assertive woman, one portrayed by the novel as having 
innate warriorhood, even if it is inchoate at this stage. 

Sex is linked with violence as means for Jake to exert power, as is evident when Beth 
says, "his way of making up [after a beating] is sticking himself inside me, like I'm some 
damn dog bitch down the street. Think he gets a buzz, a you lmow, a kick from doing it 
so soon after he's beaten a woman up" ( 40). Jake perceives Beth as a sexual object, for 
he simply does not understand when Dooly says "I like my missus;" Jake's "face 
relaxing when he rejected the pronouncement as his friend meaning he liked his missus 
for what she had on live-tap for his choice of taking" (54). Correspondingly, he sees 
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Beth, not as a person to make love with, but as a body - or territory - to invade: "[h]e 
doesn't like a woman starting things, even hinting" (97). He also needs to be in control 
during sexual activity: "a woman was careful she didn't show she enjoyed it too much 
or it made Jake wild, he'd start asking questions, or sulk, not touch her for another 
month" (20). Although Jake denigrates Beth, he also needs her as a means ofreiterating 
his superiority, what he perceives as his difference and dominance as a man. This is 
why it is noted that he "hates" Beth having a "period:" "only have to tell him I'm close 
to getting it (she says] and he won't touch me" (40). Within the binary division of sex 
that governs Jake's perception, Beth's menstruation marks both her otherness and her 
marginal status to him, to someone who does not menstruate, a male; hence, his 
registering and abhorrence of menstruation. 

Grace's story reveals a more general sexual objectification of females by males within 
the binary division of sex which governs Pine Block. Although Grace is only "thirteen" 
years old, Jake's drinking mates make "fairly complimentary comments on her 
prettiness, her good figure [ ... ]and [she gets] a pat on the bottom from one ofem" (98, 
88). They do not respond to her in any other way; one of these men takes sexual 
objectification to the extreme when he rapes her later that night. While Grace "think[s]" 
that Jake is the rapist, it is indicated to the reader that it could well be the "false uncle" 
who says, "[ c Jome and giz your Uncle Bully a hug, girl," or one of the other male 
characters drinking in the Hekes' house that night, especially as the story highlights the 
group's view of her as a sexual object (88). An effect of this lack of specificity about 
the rapist's identity is the casting of aspersion upon Pine Block men as a group. 

Grace is forcibly interpellated into a binary and hierarchical division of sex by the rapist. 
That is, just prior to the rape, the reader is made well aware that Grace experiences 
herself in terms of her whole body, feeling "[l]ithe of limb and feeling she could run on 
and on" out in the paddocks (79). In contrast, the rapist perceives her only in terms of 
femaleness, reduces her to this. He invades her vagina; she feels "the pain of something 
inside her. Working its way in. Roughly" (90). Moreover, he takes her agency - the 
power to act evident in her running in the paddock - away from her in the attack; Grace 
thinks, "[m]aybe he's gonna murder - [ ... ]And she lying there with lips shut tight but 
not daring to twist away, or even indicate she was awake" (90-1). At this point she 
stops being a whole person and becomes a subject - or rather a female object - produced 
by the ideology of masculinism. Grace's suicide note indicates her continued subjection 
by this ideology afterwards: I was raped. !feel so, I don 't !mow, dirty or something. As 
if I did something to deserve it. I feel so bad Mum, I just ·want to die" (160). That is, she 
has identified with the rapist's image of women; he has taken over her mind as well as 
her body, securely positioning her as marginal to men. 

Up to and including the rape scene in Once Were Warriors, Grace is reminiscent in 
some ways of Grace Te Weu in Noel Hilliard's Maori Girl (1960). Duff has read and 
considered Maori Girl, for he says, "I must pay homage to Noel Hilliard for some of the 
dialogue he wrote" (McLeod 74). Hilliard's and Duffs Graces live in similar socio
economic and familial situations, despite the thirty years separating the historical 
settings in which they live; Grace Te Weu is "the eldest of a poverty-stricken family of 
nine. [ ... ] Her father[ .. . i]s known as the rowdiest drunkard in the district; he [i]s 
always in fights. Her mother live[ s] in terror" (Hilliard 26). A teenage pregnancy 
precipitates Grace Te Weu's departure from the country. Once in the city, her 
degeneration increases, especially when she is considered in terms of the generally strait-
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laced social mores operating in New Zealand around 1960; she is "riotously drunk" and 
sexually predatory in public: "[s]he clamp[s] her mouth to his and drool[s]" (Hilliard 98, 
99). There is no suggestion in Maori Girl that Grace Te Weu could or should transcend 
her unfortunate circumstances. In comparison, the outcome of Grace Heke's negatively 
spiralling situation is redemptive, not for her, but for the Pine Block Maori in general. 

Grace ' s suicide is a turning point in the story, precipitating Beth' s visit to the rural 
marae, where she experiences what Once Were Warriors represents as authentic Maori 
identity through traditional Maoritanga and brings it back to Pine Block, a point at 
which Duffs book becomes very interesting in terms of the represented relationship of 
sex and caste to Maori identity. At first, it appears that traditional masculinism is 
repeated in the Maoritanga sessions in Pine Block; the chief and "a line-up of older 
males" begin the haka, the description of which goes on for seven lilnes of text (179). 
But, then, these men are "joined by four women, who launched themselves into it with 
even greater ferocity than the men" (179). Thus, overall, warriorhood is depicted as 
innate to all of the characters demonstrating the haka in Pine Block, as conferred by their 
Maoriness. As this group of people is made up of the chief, "his tribal elders and 
helpers and committee members,'' their social status is varied, implying that bloodlines 
as well as sex are irrelevant to warriorhood, to a uniquely Maori strength, pride and 
defiance of opposition and obstacles, according to the novel (178). This lack of social 
division among these characters contrasts positively with the selection - based on the 
criterion of caste - of those allowed to sing and go on to the haka at Grace's tangi, as 
discussed above. 

Further, Beth's taking over of the leadership role in a later Maoritanga session in Pine 
Block contrasts markedly with her marginalisation and silencing as a low caste woman 
on the marae earlier: "one day the chief didn't show up [ ... ] who else but Beth stands 
up, asks, What, we playing follow the leader or sumpthin? [ ... ] then she started singing 
this real old chanty thing that the chief musta taught her because no one ever knew Beth 
singin that sorta thing" (192). Moreover, she is acting with the chiefs blessing and 
support, for "all this time the chief was across the street in a friend's car laying low" 
( 192). This elision of traditional social divisions within what the novel represents as 
"true" warriorhood is reinforced when the mourners at Nig's funeral are led by "Chief 
Te Tupaea and Beth Heke and Mavis Tatana,'' the women having demonstrated 
leadership qualities in their own right (197). In this group of characters, warriorhood 
has transcended sex, gender and caste as marking Maori identity. 

Thus, Maori identity need no longer be characterised as male characters' marginalisation 
and domination of females in Pine Block. More specifically, the awakening of "true" 
warriorhood within Beth has an effect upon her relationship with Jake, forcing him to 
change as well, a change which reinforces the ending of male Pine Block characters' 
violence against women to a significant extent. 

Initially, Beth is psychologically dependent upon Jake; for example, she thinks of "just 
being happy because he, her man, is happy" (19). It can be argued that her 
interpellation by the ideology of romantic love governs her dependence upon him 
despite his physical violence towards her, a point given credence by the vivid image of 
Beth with a "grotesque face with its wounds fresh and swollen," her "arms outstretched 
holding this imaginary partner," whom Grace realises "must be Dad because she's 
holding him at about his tall level" (49). While Beth is dancing thus the music makes her 
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feel "romantic" while she thinks about "her man" ( 49); earlier, she tells the reader, 
"[j]ust can't help myself, I love the black fist-happy bastard" (7). Her intoxication 
during this dancing scenario parallels her clouding of the reality of Jake and her 
relationship with him. 

The house the Hekes live in works symbolically in terms of Beth's development and the 
effect of this upon her marriage. Jake has controlled the house as a means of proving his 
dominant position; for example, Beth has clothes stashed in the "backyard shed" and 
"underneath the house" so that "[b]astard'll never throw me out on the street naked 
again with a woman's privacy exposed for the whole -waiting-· world to see" (41). 
He also strikes out at the house - as a substitute for Beth - to assert his authority: 

he remembered how Beth'd more than deserved her hiding because she'd 
insulted one of their guests. Though when Jake left and slammed the door 
after him he hadn't meant to break the damn glass, it just broke. He was 
only wanting to let Beth know it wasn't him in the wrong it was her (52). 

However, when Beth returns from Grace's tangi, "newly converted" by her experience 
of Maoritanga, she goes into what she now sees as "my own[ ... ] house," orders the 
partygoers "OUT!" and tells Jake to "[g]et out![ . .] And don't you come back mista" 
(146-7). Beth's new identification with what the book portrays as authentic Maoritanga 
is demonstrated figuratively when, just after this, the "Maori tohunga" or "priest" and 
a "cupla dozen men and women[ ... arrive] to do the [Hekes'] house," "to stamp it of the 
ghost" at Beth's request (145-7). This ritual of exorcism is a traditional Maori custom, 
according to Once Were Warriors. Beth has become a fully effective "warrior" from her 
cultural awakening at the rural pa, her characterisation building upon the innate but 
undeveloped strength, pride and aggression evident earlier in the novel when she is 
subordinate to Jake but says, "[t]his ain't a fuckin restaurant and I ain't no one's slave," 
and thinks "I ain't backing down to him" (28). 

Beth's new lack of dependence upon her husband, due to her new inner strength and 
pride, is more specifically apparent later, when she waits in the part of the house 
previously most integral to the marriage - "in her bedroom - my bedroom" - before she 
"stand[s] her ground" downstairs and rejects Jake forever (160, 162). Here, two residual 
aspects of Once Were Warriors' ideology of traditional Maori society - warriorhood 
and masculinism - collide, with the novel's version of "true" warriorhood emerging as 
the preferable state in the novel's terms; she becomes "just Beth - disowned of her 
man·ied name" (182). 

Thus, Beth's agency changes from being part of a marital "we" to being both a person in 
her own right and part of a Maori "we;" the unity of what is depicted as "true" 
warriorhood is discussed above. Particularly, Beth - and the symbolic house - become a 
safe and nurturing place for "half-homeless kids" with the help of the people of"her 
home village," who make an "offer of financial help, and manual labour if she required. 
She took both," (165, 166). It is too late for her to provide a safe environment for Grace 
and effective parenting for Boogie, the son made a ward of the state, yet she more or 
less adopts many of the children and adolescents of Pine Block, the abysmal 
circumstances of whom are highlighted by the death of a boy from "solvent" abuse 
(166). Once again, Once Were Warriors' notion of "true" warriorhood is depicted as an 
alternative to the Brown Fists' destructive modus operandi. That is, the community of 
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"true" warriors - the live characters and the ancestors who inspire them - become the 
extended family for Pine Block's young people, providing a positive and empowering 
environment. In this way, then, restitution occurs for Grace's death. 

Like Beth, Jake is forced by events to reformulate his sense of identity: he cannot exist 
as the dominant half of a co-dependent relationship once Beth banishes him; he feels 
"the shame of a beaten fighter" because his kingpin status is taken by Smmy Boy (162); 
and his social status is also affected by the news of Grace's accusation, for "there were 
the ones'd stopped talkin to him" (170). That is, the coping strategy he developed to 
repress the deep psychological damage from childhood no longer works, he can no 
longer keep his demons at bay and gain self esteem through physically dominating 
others. Repressed emotion surfaces into his conscious mind once he is rejected by Beth; 
he speaks of " [ w ]alkin. The streets. Of not Pine Block but this ... ? this place, eh ... 
this place in a man's mind his bad dreams'd often touched on, hinted at, of terrible, 
terrible hmi," the result of what the Once Were Warriors presents as traditional Maori 
social stratification (164). Thus, Jake is not in a comparable position to the equally 
disturbed and violent Joe in the bone people, who is healed by discovering what is 
depicted in Hulme's novel as the "original" and "authentic" Maoritanga. 

Jake's journey towards healing involves a sideways step whilst, in the background, 
Maori identity and Maoritanga are undergoing a transformation which elides caste. One 
character has the specific function of enabling Jake to put his childhood suffering and 
previous adult modus operandi into perspective, in a context which is not a specifically 
"Maori" one. Cody, a street-kid, is positioned as a mirror Jake looks into - once his 
defences have been broken down - and sees his own childhood misery and the effect of 
the domestic violence and neglect he has committed; Cody has escaped from his abusive 
father: "he just beat me - and my brothers and sisters - and my old lady too, she got 
it worse. Had Jake wincing with guilt" (185). In making friends and sharing the hut in 
the park, Jake and Cody become surrogate father and son, each the means of 
precipitating understanding and development in the other. Jake learns to think and see 
beyond his own needs; for example, in feeling "fatherly" for the first time he "cuddle[s]" 
the boy, even though he "never thought to" cuddle his own children (187). Cody learns 
to trust an adult to be affectionate rather than abusive: "he slipped his head over Jake's 
outstretched arm" (187). Jake also realises his former domestic violence was wrong; he 
says, "I got sick of hitting her. No good for the kids, either" (186). It is noted that Jake 
is healed by his contact with Cody; his previously horrific "dreams [a]re alright," and he 
can now also experience emotions, "feel warm inside" (187-8). 

Jake and Cody are not described in terms of race or ethnicity during their shared 
scenario of healing (184-8). Indeed, Jake's psychological and emotional development 
takes place within "Samuel Marsden Park, named after some white colonial fulla" (175). 
Some might question the plausibility and appropriateness of this re-positioning of Jake, 
a low socio-economic Maori character, in what they see as a colonised geographical 
setting and a corresponding cultural context of Pakeha and middle-class values and 
assumptions, the therapy culture of the 1980s- '90s. In other words, they may ask, can 
Duff get away with transforming an extremely disaffected and violent character into 
what Butchbinder would term a "New Age Man" (2)? The answer to this question 
involves four issues: a) the change in Jake, b) the means by which he changes, c) his 
construction within a fictional context, and d) the outcome of his change. 
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Ultimately, Jake has the capacity for empathy, compassion and desire for reciprocal 
human contact. To depict the presence of this capacity as dependent upon socio
economics, race or ethnicity would involve a sentiment tantamount to racism and class
bias, or the characterisation of Jake as innately monstrous, or an assumption that the 
brutalisation of the subject cannot be reversed. Given that Once Were Warriors clearly 
positions Jake as damaged by his childhood abuse, and his violence as a coping 
mechanism developed in response to the psychological residue of this abuse, his healing 
is congruent and acceptable within the novel's own underlying conceptual framework. I 

The means by which Jake changes - his verbal and physical communication with Cody -
fits with this framework, this model which holds that attitudes and behaviour are 
learned. That is, Cody is a substitute victim via whom Jake is reformed by learning 
about the effects of his actions and modifying his attitudes and behaviour accordingly. 
Like the characters presented as having an innate warriorhood which is transformed 
from toughness to "true" warriorhood by learning Maoritanga, Jake is characterised as a 
subject in process. Further, verbal communication is posited by Once Were Warriors' 
Chief Te Tupaea as a traditional Maori way of dealing with conflict and preventing 
violence; he tells of 

an ancestor whose child was accidentally drowned ... blamed his wife, was 
going to kill her. But not so the great chief ... he told them no, they must 
wait ... discuss it first, your anger, and let the fire die down before you 
start talking of shedding your clothing. They did talk, for many days they 
talked. They decided it was all their fault ... since the child belonged to the 
whanau, them as a whole, it was all their responsibility. So the chief asking 
them: Now tell me who dies? (126). 

In comparison, Cody's and Jake's talking is short. Jake's process of change is intensified 
and fast-forwarded, but he is a fictional character. No one would have the patience to 
read - in a story - a verbatim account of a person's thoughts, comments and discussion 
in a victim impact meeting or during the long hours, slow cognition and behaviour 
modification - including forwards and backwards steps - involved in the successful 
completion of an anger management programme.2 A challenge to the plausibility and 

1 That said, this model corresponds with that of Anger Management programmes (later retitled as 
Stopping Violence courses), which were described in 1989 as having "as their basis social learning 
theory which states that violence is a learned behaviour; therefore, it is argued, non-violence can also 
be learned" (McMaster and Swain 124). The talking through of an issue, crime or relationship with 
the aim of resolution and restoration was not peculiar to Pakeha or midcll e-c:lass people in the social 
context surrounding Once Were Warriors, for this model also informed the work ofRunanga Tane 0 
Aotearoa, which, Keni Johanni-Piahana pointed out in 1992, was not a mens' group but "an iwi 
movement," a Maori provision of 14 groups around the country;" "[t]he men start with tuakiritanga: 
to know the other side. 'We use the notion of a house,' says Johanni-Piahana. 'If you're on one side 
you need to know what's on the other side. With your violence, you need to know the effect on the 
woman and children. You cannot then deny or minimise your responsibility. [ ... ]The men will often 
bring up excuses like unemployment or their own childhood abuse. Johaimi-Piahana points out to 
them that plenty of women, plenty of other men are in that situation and yet they're not violent. 'It 
is not causal. The one we really have to guard against is colonisation: 'I'm violent because Maori 
men have been colonised and alienated and the Pakeha has taken all my mana.' 'We say to them, 
'Kare, you have nothing to worry about. The fires are still warm. We can light them again for you"' 
(Stirling "Stop" 24). 

2 For a summary of the violent abuser's complex and drawn-out process of change see McMaster and 
Swain, page 30. 
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appropriateness of characters' psychological and emotional development can only be 
made in terms of their congruity with their fictional context. Such a challenge is not 
substantiated in Jake's case. 

Moreover, it is suggested by Once Were Warriors that Jake's personal development -
which is not couched in terms of ethnicity - is a stepping stone towards what the book 
represents as culturally authentic Maori identity. In the final scenario of the story 
(significant for its lasting impression), Jake is described as one of the "shamed children 
of slaves" while he "peep[s]" out from "the pines" at Nig's funeral (198). The spatial 
dynamics here, the pointing of the "weeping" Jake towards the big group of transformed 
Pine Block people engaged with burying the body of his son, leaves me with the 
impression that he is set to join these characters in the future, especially as caste is 
emphatically irrelevant to their "true" warriorhood, according to Once Were Warriors . 
Thus, overall, the inequalities based on caste and/or sex inherent in the novel's version 
of traditional Maori society and its mutations vanish during its internal revision of what 
is portrayed as culturally authentic Maori identity into "true" warriorhood. 

It must be remembered, however, that discrimination on the grounds of caste and/or 
masculinism persists amongst the "other half' of Pine Block (who elect not to join in 
the Maoritanga sessions and go "on as always") and amongst the Brown Fists (192); 
these two groups continue to direct what is presented as their innate aggression and 
physical violence against other Maori characters. Indeed, such divisive violence is 
emphasised right at the end of the story, atNig's funeral: "the cops[ ... ] formed in a line 
to prevent trouble from comin in. Black Hawk trouble" (196). Thus, Once Were 
Warriors' Maori characters are presented variously regarding violence as the story 
closes, signifying correspondingly multiple second-order meanings. 

Second-order meanings of the depiction of 111/aori 
characters 
This projected continuation of some Maori characters' violence, together with the 
book's portrayal of its Maori characters as innately aggressive and graphic descriptions 
of domestic violence and sexual abuse, I worked to encourage many non-Maori readers 
to project such behaviour onto actual Maori men and, thus, distance it from 
themselves.2 3 

In New Zealand society, as detailed above, the traditionally overlapping ideologies of 
masculinism and Pakeha identity were disrupted by the new legislation governing huma,n 
rights and equal employment opportunities introduced around 1990. A way of resisting 
this disruption to fundamental assumptions about the formulation and experience of 

I For example: the "right eye puffed shut, nose broken - again - lower lip swollen with a deep cut 
about midway and leaking blood. Bruises all over" (38); and the rapist's "hand was probing at her 
thing. The beer stink rose up in wafts to Grace's sense of smell. [ ... ]Only the breathing grunting of 
this person, and his fingers touching her with seeming urgency. Hurting. Rubbing her hair down 
there. Grunting" (90). 

2 Remember that the private reader, unlike the literary analyst, is not required to read a text in its 
completeness and complexity. Those seeking to form or reinforce prejudices can do so by finding 
and isolating aspects of a text, and ignoring other or qualifying aspects. 

3 Once Were Warriors has a connected implication, that European colonisati on is not the sole reason for 
Maori men's violation and abuse of women (a point which will developed in a later section). 
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identity was to make the marginalisation, violation and abuse of women someone else's 
problem, to make it a "Maori" problem and point the finger at Once Were Warriors as 
evidence. 

Peter Beatson exemplifies this position at the outset of his review of the book in 
Landfall. "Alan Duffs novel is difficult for a middle class academic to review. I am 
insulated by family background, career, education, income and ethnicity from the raw, 
cruel and morally blighted world which Duff depicts" (366). Without casting aspersions 
upon Beatson himself, I can point out that it is simply naive to suggest as he does that 
there is no rawness, cruelty or moral blight in Pakeha social milieus, as is evident from 
the rape, sexual abuse and domestic violence statistics cited above. Implicitly, Beatson 
is distancing rawness, cruelty and moral blight from himself and his kinds by 
inaccurately conflating ethnic and socio-economic difference with ethical and 
behavioural difference. 

The same dynamics underlie another aspect of his argument. "At one level," he writes, 
Once Were Warriors 

is about the corrupted fabric of a working class community and could have 
been written about the more bestial aspects of proletarian I ife at any place 
or time since the industrial revolution[ ... , adding that] the novel is also 
specifically about the situation of the Maori in modern Aotearoa. They are 
not just working class. They also once possessed a strong cultural identity, 
the loss of which is blamed for much of their present plight (366). 

As well as homogenising all actual Maori together with Duffs fictional Maori 
characters, Beatson implies here that all Maori are "working class," and that whatever 
he means by "bestiality" can be attributed only to this social group. In stating that 
colonisation has greatly augmented this so called bestiality, Beatson reinforces his 
(apparent) distancing of domestic violence and sexual abuse from people like himself. 
To explain: Pakeha - the settler culture - have not been colonised and, thus (in Beatson's 
flawed logic) are not violent and abusive, unless they are working class, in which case 
they are still nowhere near as violent and abusive as Maori, for such behaviour has not 
been exacerbated by colonisation. On one hand, Beatson expresses his fear that, because 
Once Were Warriors is a "novel by a Maori which uncompromisingly lists Maori 
shortcomings, it may provide an alibi for morally lazy Pakeha whose prejudices it risks 
confirming" (368). On the other hand, his own review supports this reading. 

The same phenomenon is discussed by Danny Keenan in his essay, "'Hine's Once 
Were Warriors Hell' - the Reporting and Racialising of Child Abuse." Keenan writes, 

Hine Karaitiana-Matiaha was not a character in Once Were Warriors. She 
was a real person. Her treatment by adults around her was and remains 
typical of the life stories of too many New Zealand children, spanning many 
cultural divides. But Hine was different - she was Maori. Therefore, the 
[Evening] Post thought little of drawing the expression 'Once Were 
Warriors' into its headline as a kind of cultural signifier for the purposes of 
feeding a racial element into the story. The Post did not have to deal with 
this story as if it were entirely a Maori problem. Yet it chose to do so. 
Therefore, the connection drawn between Hine's life and Duffs book was 
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hardly a subtle one. But it did serve the purpose of tritely emphasising a 
number of highly debatable propositions that many New Zealanders believe 
to be true - that child abuse is a particularly Maori pro bl em, that it is rife 
within Maori families, that Maori are the primary offenders, whereas 
Pakeha families are not so affected, and that Maori are in fact predisposed 
to violence. After all, Maori people were once warriors, to coin an 
overworked cliche. The Evening Post headline said so (6). 

Keenan cites other examples of "racialised" media coverage of abused children and 
statistics from the Department of Child Youth and Family to back up his point that the 
issue of child abuse is unrealistically presented as a "Maori problem" in the media: 
"[a]ccording to the Department, in the years 1998 and 1999, 2405 children said to be 
Maori were assessed by the service as abused. This compared vvith 2467 cases for 
Pakeha children" (7). Thus, clearly, aspects of Once Were Warriors (notably the 
representation of Maori characters as innately aggressive with a strong propensity for 
physical violence, the sexual abuse and parental neglect) have been taken out of context 
by some, effecting the positioning of Maori as a scapegoat for problems which exist 
throughout society. As part of this phenomenon, Duff's novel worked to distance non
Maori from Maori, generally. 

On the other hand, Once Were Warriors offered positive experiences to several 
readerships beyond the urban Maori readership noted above, who could identify closely 
or partially with the novel. These readerships were Maori women, female victims of 
male violence and abuse, women generally and "New Age" men. 

As a group, Maori women were disadvantaged by their ideological production through 
the internally divided categories of race, ethnicity, sex and gender in the period leading 
up to and during Once Were Warriors' heyday. As Kathie Irwin observed in 1992, 
"Maori women's health, education, family structure and support, employment and 
unemployment statistics are significantly different from Maori men" (2). 

Our women earn less, are left alone to raise children, take subjects at school 
which prepare them for the lowest paid, least secure sectors of the labour 
market, and have health problems which lead the world in negative indices in 
some areas such as smoking and related health problems (Irwin 2). 

Further, Jane Kelsey reported in 1993 that "Maori women, especially those under 30, 
have the highest rates of unemployment[ ... ] and have lower incomes than either Pakeha 
women or Maori men" (61). Hence, it would seem that Beth's description in Once 
Were Warriors of herself as "Lady Blues" most of the time, as "depressed," reflected 
the situation of many female Maori readers, effectively encouraging them to identify 
with her (12). 

This identification was encouraged by the narration of the story from Beth's centre of 
consciousness to a large degree, particularly as she is a sympathetic and appealing 
character; for example, the early and graphic description of the horrific injuries inflicted 
by Jake inflicts makes the reader feel sorry for her, and she is described as "maybe not 
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beautiful, but[ ... ] spunky" and "fine-looking" (196).1 Beth's attitude would have 
intensified her appeal for the many disadvantaged female Maori readers in the first half 
of the 1990s: "I aint the type to lie down and let people, life, roll over me," she says 
(13) . Her provision of a vicarious sense of agency and efficacy for these readers is 
especially evident once what is presented as her "true" warriorhoocl is awakened and 
she facilitates positive changes in her own life and in Pine Block. Once Were Warriors' 
internal revision of its version of traditional Maoritanga and Maori identity into "true" 
warriorhood also provided a vicarious experience of the end to discrimination, violence 
and abuse on the grounds of sex within Maori social milieux, suggesting to all Maori 
readers that they had the innate power to generate positive change iln their 
circumstances. 

Although the ideological production of subjects in New Zealand in the first half of the 
1990s sharply distinguished Maori from non-Maori, Once Were Warriors' focus upon 
domestic violence and sexual abuse also would have made the book relevant to many 
non-Maori women and girls. As I have detailed above, statistics make it clear that 
ethnicity was not a determining factor in the occunence of physical violation and sexual 
abuse of females by males. 2 In other words, the performance of masculinism was 
common to Maori, Pakeha and at least some Pacific Island social milieux, even though 
this performance - and the binary and hierarchical divisions of sex it rested upon - was 
specifically produced and different within each of these cultural contexts and their 
variations. However, it appears that non-Maori female victims of male violence and 
abuse would have had their experience affirmed - to a significant extent - by reading 
about male characters' victimisation of Beth and Grace. 

The point I make here is lent credence by the commercial success of Kay Douglas' 
Invisible Wounds: A Self-help Guide for New Zealand Women in Destructive 
Relationships (1994).3 This book deals solely with heterosexual relationships. In the 
Author's Preface to the Revised Edition (1998) Douglas writes, 

[ o ]ver the last three years I have received a huge amount of wonderful 
feedback about the impact of Invisible Wounds. Many women have written 
me honest, soul-searching and moving letters. Some have sought me out 
personally to share their stories and to tell me what Invisible Wounds has 
meant to them. Most especially, women have let me know about their utter 
relief at reading other women's stories which were so like their own. They 
no longer felt so alone and lost in the confusion and seeming hopelessness of 
their own private situation. They felt strengthened by their new 
understanding and comforted in the knowledge that many other women had 
had similar experiences and had managed to survive, rebuild themselves, and 
in fact go on to thrive (13) . 

1 Attributing a character's appeal to their "good looks" implies a shallowness on my part. However, it is 
a choice Duff makes regarding Nig and Jake as well as Beth - "those handsome features so much like 
his father" (16) - and reflects prevalent values in modern, Western, capitali st societies. 

2 I do not mean to imply here that women never abuse men, only that this issue is not patt of Duffs 
novel and its second order meanings. 

3 The publisher's "blurb" on the back cover of the second edition - publi shed in 1998 - states: "[s]ince it 
was first published, this compassionate and practical self-help guide has helped thousands of New 
Zealand women suffering from verbal and emotional abuse." The cl eman cl justifying the publication 
of a second edition also indicates that many women were victims of abuse perpetrated by men. 
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Douglas makes no mention of ethnic difference. Yet I must keep this in mind with 
regard to Once Were Warriors, for it is Beth's eventually positive experience of what 
the novel depicts as Maoritanga and her resultant and strong Maori identity which 
enable her to stand up for herself and her daughter, and initiate positive changes in her 
own and others' lives. Given that waniorhood is presented as a biologically determined 
Maori trait in the book, non-Maori female readers could not exactly identity with Beth. 
However, if such readers did not accept that pride, self-esteem and the strength to 
overcome obstacles and opposition - what Duffs novel depicts as warriorhood - is a 
uniquely and innately Maori trait, they will have had no insurmountable difficulty in 
identifying with Beth. 

While I remain perfectly clear that subjectivity is ideologically produced in Once Were 
Warriors and was so in the novel's social context (to a large extent at least), I wish to 
add that during my first reading of the book (in terms of the story only) I experienced a 
strong empathy with the victimised Grace and Beth and found Beth' s resistance and 
transcendence of her violent relationship engaging and inspiring. This experience, of 
course, was due to the fact that my subjectivity had largely been a product of New 
Zealand's traditionally hegemonic, binary and hierarchical division of sex and gender and 
of the women's movement of the 1970s and '80s. 

I cannot prove that other non-Maori women had the same experience of a woman
focused reading, but I will point out Mohanty's observation tha t many people - even 
academics well schooled in theory - believe that women exist as a group across ethnic 
and other boundaries, despite the fact that this belief is what she terms "an analytic 
trap" (57-8, 54). In other words, I am arguing that there can well be differences between 
a theoretically "coITect," academic analysis of a text as a complete entity and a reading 
governed by the production of the reader by social forces to a significant extent. Thus, 
while Once Were Warriors' female characters are produced as such through specifically 
Maori ideologies, indicating the lack of an essentialistic and common "female" identity 
and reality, the book also seems more than likely to have appealed to the many non
Maori women with a particular or general interest in "women's issues" in the first half of 
the 1990s. 

By this time, the introduction of legislation governing human rights and equal 
employment opportunities had moved feminism to a stage beyond the widespread 
shared consciousness raising and public protest in the 1970s and first half of the '80s. 
When Lynn Loates wrote in 1992 that some feminists "from the 1970s and 1980s 
battle-weary from the frays of previous decades, have abandoned the cause,'' she also 
observed that "many [feminist women] have slotted into the system, or are beavering 
away, quietly and independently, in ways that address their own needs rather than the 
needs of a movement" (33). Pat Rosier, in response to Loates' article, pointed out that 
there is a "misconception[ ... ] that to be a feminist you have to be something called an 
' activist"' (2). Rather, wrote Rosier, "we live our lives and act our feminism in diverse 
ways that we can sustain for a lifetime,'' concluding that "[t]here may not be an obvious 
'women's movement' for women to join [in 1992 ... ] but feminism is alive and kicking" 
(2). Gold and Webster would concur with Rosier, having concluded in 1989 - from their 
representative survey sample - that twenty per cent of New Zealanders approved 
strongly of the women's movement and fifty six per cent approved somewhat, a total of 
seventy-six percent giving at least some support (71). No fundamental definitions of 
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"feminism" and the "women's movement" are offered by Rosier, Gold and Webster, but 
it is certain from the evidence they provided that the term "women" was socially 
meaningful amongst the general public in the first half of the 1990s. 

This phenomenon is evident in the establishment and popularity of the Women's Book 
Festival in 1988 (subsequently entitled the Listener Women's Book Festival), an annual 
event until 1995, since when it has taken place every second yem. The first such 
festival was described as "a stunning success" by Louise Wrightson, a Wellington 
Bookseller:"[w]e have obviously tapped into something very irnp01iant," she added 
(McLeod 38). Ethnic diversity characterised the writers featured in the 1990 festival: 
Ngahuia Te Awekotuku, Bub Bridger, Mihi Edwards, Fiona Kielman and Rachel 
McAlpine among others (Rosier 27). This diversity continued to appear at least in the 
1991 festival (Wevers 1991 53), which included Mana Wahine J\iaori by Te Awekotuku 
and Wahine Toa by Robyn Kahukiwa and Patricia Grace (Keith 36-8). Indeed, Wevers 
notes that the short fiction featured in the 1991 festival is "the writing by women which 
most aptly shows the spread of diversification as well as the continuities" of form, 
technique and subject matter; Subversive Acts - edited by Cathie Dunsford - contains 
short stories concerned with "lesbianism and race relations" (1991 53). 

Despite this diversity regarding the writers and books featured, the festival was 
critiqued by Camille Guy in 1989, who argued that 

[w]hatever the intended emphasis, 'women' is clearly an unqualified term, 
claiming all women, and not just one segment of them. Yet the actual 
festival might have most honestly been designated 'inner-c ity oriented, 
higher socio-economic group (with some weekday leisure time), female 
Book Lovers' festival (5).1 

However, Guy herself observed that hers was a lone voice, noting that "a notion such as 
'women as a category' [was] so comfortably assumed to be unproblematic by the 
panellists and organisers of the festival" (6). My point here is that there is little doubt 
that very many female book buyers and/or book lovers were primarily interested in 
books about women at the time of Once Were Warriors' phenomenal popularity, 
regardless of whether it was theoretically correct to be so. The wide celebrations of the 
150th anniversary of women's suffrage in 1993 only intensified a general perception 
among women that the category "women" was meaningful. 

The appeal of Beth's and Grace's stories within Once Were vVarriors for readers with a 
paiiicular or general interest in women's issues would have been extended by Jake's 
personal development, his realisation that his former violence and neglect had a negative 
impact upon his wife and family. At the same time, this aspect of the book would have 
engaged any male readers involved in examining masculinity. Significantly, the mid to 
late-l 980s "witnessed the growth in programmes for men who want to stop their 
violence," and men's Anger Management groups proliferated (Mc.Master and Swain 
124). In 1992, there were twenty-seven groups across the country in the Men For 
Non-Violence network; these groups ran courses educating men about anger management 
and power issues (Stirling 1992a 22). However, men who questioned their own 

1 Guy bases her argument upon the results of a 1987 New Zealand Book Marketing Council study of the 
book market here (4). 
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masculinity and/or the structural relationships between men and women were in a 
definite minority at that time (G. Smith 80). Given that Jake's violence is precipitated 
to a large extent by the effect of the ideology of traditional Maori society - according to 
Once Were Warriors - and its mutation into a masculinism that he and his mates see as 
defining their Maoriness, it is likely there would have been a closer sense of 
identification with Jake among any Maori male readers involved in :intenogating 
masculinism. Yet the couching of Jake ' s realisation of the effect of his violence and 
neglect upon his wife and children and his reformation in the non-specifically Maori 
context of his relationship with Cody widened readers' identification with Jake to non
Maori "New Age" men, rather than non-Maori men. 

While readers with an interest in sex and gender issues are statistically unlikely to have 
lived in a social milieu similar to that depicted in the novel, it cannot be a coincidence 
that Once Were Warriors became extremely popular at the same time as a new 
openness about male violence and abuse of females became widespread in New Zealand 
society, as detailed above. Overall, the reaction to this aspect of Once Were Warriors 
can be divided into two: those who identified closely or partially with the novel because 
it reflected their experience to some extent; and those who percei ve:d the novel's Maori 
contexts as a means of distancing male physical and sexual violation and abuse of 
females by males from themselves and their kind. The trope of colonisation in the book 
increased the scope of this second implication, for, ultimately this trope largely implies 
- amongst other things - the invalidation of European colonisation as a reason and excuse 
for Maori men's violence. 
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Colonisation 
According to Christina A. Thompson, Once Were Warriors represents a "social 
catastrophe," and apportions the fault for this with "not New Zealand society as a 
whole, not the Pakeha colonizers, but the Maori people themselves (1999 109). 
Moreover, Nicolas Thomas reports his perception that 

the main critique [of Once Were Warriors] found the sheer negativity of the 
book to be counterproductive, to play into the hands of racist Pakeha who 
could read it to confirm their view that Maori difficulties were caused by 

Maori inferiority rather than by the history of discrimination (58).l 

Thomas also argues that "given the economic decline and right-wing backlash in New 
Zealand, the concern that the book could inform a new or a hardened racism cannot be 
dismissed" (58). Although Thompson's and Thomas ' points have some validity, the 
situation is not as simple as they present it to be. 

In Once Were Warriors, culpability for the Pine Block inhabitants' abysmal 
circumstances and way of life lies with (what are represented as) the residue of the 
represented ideology of traditional Maori society, contemporary colonisation by 
governmental policies and agencies (which includes low socio-economic status), and 
these Maori characters' shared attitude, as well as historical colonisation. Thus, while 
the novel signifies that Pakeha are to blame historically for actual Maori ' s generally 
negative circumstances, its implication also distances most contemporary Pakeha (that 
is, those not involved in governmental policy and agencies) from such blame. Remember 
that the Labour, then National, government alienated the vast majority of New 
Zealanders through the negative effects of sweeping economic reforms during the late 
1980s and first half of the '90s, resulting in the general public's perception of an "us" 
and "them" situation regarding their relationship with the government, as well as with 
the rich. Furthermore, Once Were Warriors' conception of "true" warriorhood (as 
experienced through revised Maoritanga and Maori identity) as the solution to the Pine 
Block Maori characters' plight reinforces the novel's implication that the average 
Pakeha simply has no part to play in improving actual Maori's generally abysmal 
circumstances. 

All of Once Were Warriors' Pakeha readers are confronted at one point when Beth 
holds them to account for historic colonisation: "you, the white audlience out there, 
defeated us. Conquered us, Took our land, our mana, left us with nothing" (47).2 This 

1 Thomas does not cite references. 

2 "Mana is the enduring, indestructible power of the gods. It is the sacred fire that is without beginning 
and without end. Tane ascended by the sacred vine in order that he might retrieve the mana or sacred 
power of the gods, which was known to the ancestors as the ahi komau. Tane was not successful in 
his attempt to retrieve the ahi komau, but he did bring back to earth the knowledge of how one might 
acquire this sacred power. When the priestly experts carried out their ritual at the altars on the marae, 
they would light a fue as a symbol of the ahi komau, that is, of the sacred power of the gods. In 
these rituals, which were performed under priestly direction, it was possible for one to enter the 
confines of the whare maihi or sacred carved house. 

In modern times the term mana has taken on various meanings, including the power of the gods, 
the power of ancestors, the power of the land, and the power of the individual. 
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direct accusation echoes lhimaera's The Matriarch: "[f]or most assuredly you, Pakeha, 
began taking the land from us as you were signing your worthless Treaty. You, Pakeha, 
began taking away our culture" (73). Alex Calder - who defines Ihimaera's novel as an 
epic - responds to this address by stating: 

[i]f there is one lesson that might be learned from The ~Matriarch, it could 
well be that there is no such animal as that quaint oxymoron, the 'private 
citizen.' To remind yourself that you are, quite truly, neither racist nor 
rapacious and greedy for land, is to keep a distance between your deepdown 
self and the storefront you, the you that is public; [not] to feel tainted inside 
by the last one hundred and fifty years of New Zealand colonial history 
continues to make a fortified citadel out of the tender sensibilities of that 
inner self-it is one way we allow ourselves to repeat history, not how we 
act on it. Citizens have place, position, a say; an epic doesn't let us off any 
one of those hooks. We may find it uncomfortable but it seems both 
responsible and necessary that The Matriarch should address us in those 
terms (1987 82). 

Yet overall, Once Were Warriors is different from The A1atriarch, for while Duffs book 
deals with historical iniquities and their effects, its focus is upon the present, upon what 
prevents the Hekes from having land and mana in the here and now of the world of the 
novel. 

The colonisation of Pine Block's Maori inhabitants by what Once Were Warriors 
represents as contemporary governmental policies and agencies has a significantly 
negative effect. In the previous chapter on the bone people, I noted that Joe's "buying" 
of a state house signified his containment within (what is defined in Hulme's novel as) 

Mana Atua: This is the very sacred power of the gods known as the ahi komau which is given to those 
persons who conform to sacred ritual and principles. 

Mana Tupuna: This is the power or authority handed down through chiefly lineage; that is, from the 
paramount chiefs and others who possessed it. The power is passed down from generation to 
generation. Those who inherit mana must carry out the various rituals and duties to maintain that 
power from the ancient ones. 

Mana Whenua: This is the power associated with the possession of lands; it is also the power 
associated with the ability of the land to produce the bounties of nature. When the world was created 
the gods implanted this procreative power within the womb of Mother Earth. By the power ofmana 
mauri all things have the potential for growth and development towards maturity. There is another 
aspect to the power of land: a person who possesses land has the power to produce a livelihood for 
family and tribe, and every effort is made to protect these rights. 

There is also an association between mana and the afterbirth or placenta of a person and the land. 
When a child is born the afterbirth is expelled from the mother. This afterbirth or whenua was the 
source of nourishment when the child was growing in the womb and it is a living entity. For this 
reason it is not appropriate to throw it away carelessly or to burn it; instead, it should be buried in 
the earth as a sign that the child will continue to grow and develop. In addition, there were a number 
of other important principles associated with the mana of land, some of \Vhich are still applicable 
today, including: inherited rights, the establishment of fortresses, the power to control and protect, 
land confiscation, conservation, chiefly status, and sacred burial grounds. 

Mana Tangata: This is the power acquired by an individual according to hi s or her ability and effort to 
develop skills and to gain knowledge in particular areas. For example, a skilled warrior was able to 
acquire mana through the arts of combat and warfare under the code of law of Tumatauenga, the god 
of war. Women have personal power in respect of their role in taking care of children and, on the 
marae, in welcoming and caring for visitors. 

There are many more nuances of meaning associated with the term mana, but the broad meanings 
outlined above distinguish the major usages" (Barlow 61-2). 
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Pakeha ideology. Once Were Warriors contains a more explicit interrogation of the 
dynamics of power involved in state housing. Pine Block - a state housing area - is 
located "four kays" (or kilometres) away from the town of Two Lakes (56). Beth is 
aware that this state housing area is "Two Lakes' dumping ground for its human 
rubbish," and that Maori are encouraged to live in this out-of-town housing by an 
apparently "kind government who didn't charge much rental" (1 4, 8). Such a division 
between the "settler town" and the slum (or shantytown) of the colonised is a well 
established postcolonial trope, some examples of which provide a useful context within 
which to consider Once Were Warriors. 

In Franz Fanon's treatise, The Wretched of the Earth (1967), the colonial world is 
described as "a world divided into compartments, this world cut in two is inhabited by 
two different species" (29). Fanon explains his view that 

[t]he originality of the colonial context is that economic reality, inequality 
and the immense difference of ways of life never come to mask the human 
realities. When you examine at close quarters the colonial context, it is 
evident that what parcels out the world is to begin with the fact of belonging 
to or not belonging to a given race, a given species (30-1). 

This fundamentally racially determined division is apparent in Gordimer's Burger's 
Daughter; the South African narrator thinks of "the divide that opens every time a black 
leaves a white and goes to his 'place' ; the physical divide of clean streets become rutted 
roads and city centre become veld dumped with twisted metal" ( 149). It is significant 
that Gordimer's narrator also thinks of 

the other divide, hundreds of years of possession and decision, which lay 
even between that house where Orde Greer was never in vi tedl, that house 
where the revolution was planned, and the 'place' of those millions who 
have been dispossessed and for whom others have made all the decisions 
(149). 

Here, geographical separation reflects and reinforces the deep social schism inscribed by 
colonisation over time. A settler culture's excision of power over indigenous people is 
also evident in reading Once Were Warriors' Pine Block as a geographical text. 

Pine Block's name - as well as its location - suggests the systematic colonisation of 
Once Were Warriors' urban Maori characters. In New Zealand the term "pine" usually 
refers to the exotic (or introduced) pinus radiata which now dominates the country's 
forests and has replaced indigenous species in many situations, as is noted in the bone 
people when Kerewin describes "[c]utover bush going past in a blur. Where it isn't 
cutover, it's pines. They start a chain back from the verge and march on and on in 
gloomy parade" (157). Pine's value as a metonym for colonisation in Once Were 
Warriors is enhanced by its connection with the word "Block." One meaning of 
"block" is a "[t]ract ofland offered to individual settler by government" (Sykes 104). 
Another - connected - meaning becomes apparent when I note Jane Jacobs' observation 
that colonial imposition of "the grid[ ... ] place[s] a rational spatiality of urban order over 
the unknown ('irrational') spatiality of Aboriginals/Nature" (21). The Pine Block 
streets - named after indigenous trees such as "Matai" (95), "Rimu" (11) and "Manuka" 
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(55) - "crisscross each other in this perfect pattern" (11); that is, Pakeha town planning, 
the imposed grid or "blocking," contains and controls Maori "incligeneity." 

That said, there is a difference between groups of indigenous characters in Once Were 
Warriors. Ngugi's Devil on the Cross (1982), a Kenyan novel, sets a useful post
colonial context for a discussion of this difference. In Ngugi's book, Ilmorog's 

residential area is divided into two parts. The first is llmorog Golden 
Heights residential area. [ ... ]It contains the homes of the wealthy and 
powerful. But do you call them homes or residences! Homes or sheer 
magnificence?[ ... ] The other part of the residential area is called Ne1'v 
Jerusalem, Njeruca. That's the residential area for the workers, the 
unemployed. It's where the wretched of Kenya live. [ ... ]The walls and the 
roofs of the shanties are made of strips of tin, old tarpaulin and polythene 
bags (Ngugi 130). 

This geographical division is not racially determined, for Gatuiria, a native Kenyan 
academic, has never been to Njeruca, asking "[w]hat does the place look like? (130). 
When Gatuiria goes there and flouts local convention by telling the butcher that he does 
not want free offal with his order, he is told that he "should remember that he was now 
in Njeruca, the peoples' place, and not in Golden Heights, among the wealthy" (131 ). 
This connected socio-economic and geographic division amongst native Kenyan 
characters is attributed to a colonisation of the mind: 

Gatuiria spoke Gikuyu like many educated people in Kenya - people who 
stutter like babies when speaking their national languages but conduct fluent 
conversations in foreign languages. The only difference was that Gatuiria 
was at least aware that the slavery of language is the slavery of the mind and 
nothing to be proud of (Ngugi 56). 

Slavery of indigenous peoples' minds of a different sort - but wi th the same effect - is 
evident in Once Were Warriors. 

Maori characters in Pine Block are separated both from the Maori ilnhabitants of 
"Wainui pa" and from Two Lakes, the two other important settings in the novel (100). 
Dooly explains why there is a "vacant lot of land separating Two Lakes from Pine 
Block that no one, not in sixteen years, had ever built on" (12). He says, "who wants 
to live next to a slum full of mad Maoris having all-night weekend parties. [ ... ]I was a 
Pakeha, I wouldn't come within ten fuckin miles of this joint" (56). Although Dooly's 
explanation implicates the Pine Block Maori as agents in their ovm marginalisation, their 
fault is qualified by their slavery to various addictions, and the portrayal of the 
government as encouraging this situation. 

Alcohol's hold over these characters is indicated by the name of the bar in which they 
drink. "McCLUTCHY'S" Maori patrons are described as "beer bloated, mindless 
humanity; three hundred broken dolls, three hundred flopped out puppets dangling in 
the hands of some god-cunt making em do things you wouldn't credit animals with" (59, 
65). The double-edged metaphor of "god-cunt" defines alcohol as superficially 
appealing and fundamentally vile (given the vulgar meaning of "cunt"). On another 
level, this metaphor marks the government as simultaneously generous and despicable, 
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for welfare benefits have a vicious underside, dependency and the development and 
feeding of debilitative addictions. I 

The depiction of the government as colonising Pine Block Maori characters is 
compounded by the ease with which the unemployment benefit can be obtained. Jake is 
sacked "for absenteeism" and the very next week receives his first benefit cheque, 
spending it on luxury seafood like "crayfish" and "oysters" (18-21 ). Subsequently, he 
keeps "half' of each benefit payment (designed to provide for himself, his wife and their 
six children) to spend on beer and gambling, addictions that keep him occupied and, 
thus, not troublesome to the dominant order (53). Beth's spending of some of her half 
of the benefit on "poker," beer and cigarettes also renders her docile: "[t]he fourth bottle 
going down fast. [ ... ]A smoke. A coldish beer. And music. Wanting no more, for the 
moment, than that" ( 46). However, the Heke family are never described as going 
hungry, even though Jake observes that "[o]ur kids eat like fuckin horses. And my 
mates like a feed once they've had their fill of piss. Me too" (18 , 53). There are 
descriptions of"Grace feeding the kids" and Beth "[f]eeding em something" (48, 44). In 
contrast, Beth had "worries about where the next meal is coming from" when Jake was 
still employed, before he went on the dole (18) (this contrast involves a skewing of logic 
within the novel in order to make a point). The larger implication here is that the level 
of welfare payment is designed to allow for feeding addictions, as well as mouths and 
paying for other basic necessities, the "[b ]ills" referred to by Jake; as Beth comments 
later, the "guvmint [is] payin em to carry on that way. Feedin their rotten habits" 
(192). 

The difference between the Hekes' welfare payment and the amount they actually need 
for basic living expenses is more obvious when Beth abstains from her habitual drinking 
and gambling; she is "staggered" to discover "what you can buy when you got the 
dough. The way life sorta opens up when you haven't the booze or gambling on card 
games to worry about. The surplus that builds up" (93, 94). The fact that Beth can 
suddenly give up drinking and gambling indicates that the general modus operandi of the 
Pine Block people is socially determined, that they all could change their ways and their 
situation if they wanted to. The fault for these Maori characters' abysmal 
circumstances is, thus, partially attributed to themselves as well as to Once Were 
Warriors' conception of governmental policies and agencies. 

There is a telling contradiction within the novel regarding the scope of the 
unemployment benefit. In contrast to Jake, Dooly has no money to spend on beer, for 
he has given the whole benefit payment to his wife to pay the bills: "I ain't got no 
choice [he says]. Not 'nless we wanna run around the house witl1 no power on[ ... W]e 
don't pay the bills we don't fuckin eat" (54). The fact that Beth manages to drink, 
gamble on cards, pay the bills, and feed a family of eight and Jake's mates on half of 
"[t]hree hundred and sixty smackaroos" - $180 - a week marks ber as a superb planner 
and manager of money and food, if not superwoman (53). I am not concerned here to 
identify inaccuracies of the part of the writer, a pointless act of literary criticism. 
Rather, I am noting how Duff elicits the reader's sympathy for Beth and what his book 
depicts as the "true" warriorhood she eventually exemplifies by portraying her in terms 

I Beth's initial dependence upon Jake is underpinned by a parallel dynamic, granting her a sense of 
identity while also damaging her. 
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which fit with the Protestant ethics and values that many Pakeha readers have been 
instilled with over generations. 

Not only is Beth an excellent household manager and - eventually - abstemious, she 
greatly values cleanliness and tidiness; for example, she thinks "[c]atch one of mine 
going to bed without at least a wash and there'd be trouble. As fo r no sheets," and 
"[s]he found herself in the younger ones' bedroom; again, tidy. I trained em well, no 
one can take that away from me" (14, 39). The Brown Fists' standard of housekeeping, 
in contrast, is very low, as noted above. In this way, Once Were ·warriors elicits a 
negative response from the reader regarding its conception of the gang as faux warriors, 
effectively reinforcing the validity of what the novel presents as "true" warriorhood, as 
exemplified by Beth. Moreover, the difference between Beth's and the gang's 
housekeeping indicates that the Pine Block Maori characters' attitudes and actions 
involve choice. 

More specifically, these Maori characters' attitudes are depicted as causing the divisive 
and negatively spiralling violence which characterises Pine Block, as much as 
contemporary governmental colonisation does. Duff believes that actual Maori's 
violence "comes from our warrior past, but it [also] comes from being exclusively 
working class. The working-class Irishman and the working-class Maori are exactly the 
same" (Thompson 1995 7). "[W]hy, [asks the interviewer] because of an inability to 
articulate?" and Duff replies, "[t]hat's right. So you do it with these [holding up his 
fists]" (Thompson 1995 7). While it is not true that actual Maori are exclusively 
working class, as Duff puts it, Once Were Warriors implication is that the Pine Block 
Maori's acceptance of welfare dependency and considerable spending on drinking, 
smoking and gambling contributes significantly to their very low socio-economic status. 
Thus, it is indicated that these Maori characters' situation is something they can control. 
Before I develop this point further in the following section on the novel's trope of 
libertarianism, there is a final issue regarding colonisation to be deallt with. 

Mr Trambert's donation of some of his farmland to the Pine Block people for a 
communal "rugby field" goes some way to reverse the historical Pakeha colonisation of 
communally owned Maori land, as described by Beth (194, 4 7). This new Maori
owned land fulfils the need indicated by Grace's perception of the Pine Block people as 
the "Lost Tribe" (3 0, 31 ), with the attendant association of their situation with the 
Israelites' (or Jews') disorientation because of the lack of a homeland, a place to stand. 
Although it is not up to me to question Duffs right to write his story as he chooses, I 
can point out that - within the context of the novel - the gift of a patch of land large 
enough for a sports field and changing rooms does not come near matching the scope of 
the loss of "land" and "mana" described by Beth (47). 

However, this only sketched-in gesture towards the resolution of Once Were Warriors' 
depiction of historic colonisation and its effects upon Maori characters has a significant 
second-order meaning for Pakeha, the vast majority of readers. Mr Trambe1t can easily 
afford to give away an acre or so without any adverse effect upo n himself and his 
family, for he is described as owning "paintings," "antiques,'' "acres and acres of land 
[ ... ,]hundreds and hundreds of sheep[ ... and has] thousands and thousands in the[ ... ] 
bank" (87, 8). The great wealth of the Tramberts and similar actual Pakeha sets them 
well apart from the about ninety per cent of Pakeha facing severely straitened financial 
circumstances in the first half of the 1990s as a result of govenm1ental reforms and the 
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sharemarket crash (as detailed above). It seems very likely that most Pakeha felt distant 
from - if not resentful of - of the actual Pakeha minority who got richer as everyone else 
got poorer. Once Were Warriors' depiction of the rich Mr Trambe:rt's benevolence 
would have increased the feeling generally apparent among Pakeha of a discreteness 
from the negative situation of many Maori, a feeling already encouraged by the novel's 
own apportionment of blame to the government and the Pine Block individuals' 
attitudes and expectations. The very limited nature of Mr Trarn bert' s gift ofland also 
contributes to Once Were Warriors' libertarian theme. 

Libertarianism 
The signification of absolution of contemporary Pakeha for the plight of many actual 
Maori is exacerbated by Once Were Warriors' libertarian theme. I use the term 
"libertarianism" to refer to the positing of individual responsibil ity and a push for a lack 
of governmental intervention, following Bruce Jesson who poin ts out that the 

New Zealand experience draws attention to a difficulty wi tl1 the term 'new 
right.' The term ["new right"] is used to refer to at least two quite distinct 
phenomena: laissez-faire economic and authoritarian social attitudes. The 
two have been linked politically because in Thatcher's Britain and the early 
years of Reagan's USA they have both appeared in the same time and place. 
What linked them in these situations was an aversion to the welfare state 
(30). 

In New Zealand in the first half of the 1990s, there was both the extreme libertarian 
right and a general libertarian streak amongst society. 

Jesson attributes the "ascendancy of the libertarian right" to the movement of political 
and business sectors in the same direction between 1984 and 1987 (34-5). "By 1984, a 
fairly small but influential section of the electorate had been conquered by laissez-faire 
ideas. It included business people and bureaucrats, a number of whom were to become 
formulators of policy under the Fourth Labour Govenu11ent" (lesson 33). In the 1970s, 
monetarist and laissez-faire policies had spread tlu-ough the Western political system, 
without much immediate effect in New Zealand, but a delayed impact occurred in the 
mid-eighties (Jesson 33-4). From 1986, the Business Roundtable changed from a "low
key business lobby" to "an aggressive organisation of the libertarian right" under the 
leadership of Roger Kerr (Jesson 48). 

It is likely that a more general libertarian streak among wider society also contributed to 
the positive reception accorded to Once Were Warriors. In New Zealand Values Today: 
The Popular Report of the November 1989 New Zealand Study ol Values - published just 
a year before Duff's novel - Gold and Webster conclude that, wli ile around forty per 
cent of "New Zealanders were sympathetic to the Maori rights movement" in the 
abstract, two thirds disapproved of special land and fishing rights; significantly, there 
was nearly a tmee in four agreement that Maori get a fair go in New Zealand" (30) . As 
Gold and Webster point out, the substantial minority support for Maori rights did not 
carry over into specifics; overall, the government had not succeeded in carrying the bulk 
of the population with them in demonstrating a greater sympathy for the protection of 
Maori rights under the Treaty (30, 34). This general attitude did not change over the 
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next half decade, the period in which Once Were ·warriors conti nued to achieve strong 
sales. Five years after Gold's and Webster's report, Ashton fou nd - from a survey in 
1994 of 249 randomly selected people - that 

41 per cent agreed to some extent that Maori should receive special land and 
fishing rights to make up for past injustices, 8 per cent were neutral and a 
slight majority of 51 per cent disagreed. It should be noted that those who 
agreed were unlikely to agree strongly, in contrast to those who disagreed 
who were unlikely to disagree slightly (79). 

A question remains, then, as to how the public could reconcile th is generally negative 
attitude towards Treaty settlement with the reality of Maori statistics. 

"[W]hat if, as seemed to be the case, the Maori did not enjoy the same benefits in law, 
health, education, and welfare?" asks Andrew Sharp, writing about the late 1980s (202). 
He reports that the "answer tended to be that Maori had every opportunity to attain 
these, but, out of a tendency to gripe at their misfortunes, out of laziness or out of a 
cussed desire to be Maori, had not grasped them" (Sharp 202). This view concurs with 
Gold's and Webster's conclusion (from their 1989 representative survey) that Maori 
were perceived to be the least disadvantaged group next to "Europeans;" that is, to have 
more advantages as a group than solo mothers, superannuitants, T slanders and the 
unemployed (24). According to Bob Consedine (writing in 1989), a "range of racist 
stereotypes and myths have emerged to explain the exclusion of Maori people from the 
mainstream of New Zealand life. These stereotypes define the Maori as lazy, 
unintelligent, dirty, prefening manual and outdoor labour, violen t and always breaking 
the law" (173). This belief by non-Maori in Maori 's own culpability for their condition 
was evident in the widespread view that "[ o ]nly [Maori] could do what was best for 
them and the nation - overcome that condition by application to the real tasks in hand" 
(Sharp 202). In other words, it was generally believed that the answer had to come from 
the site of the problem. 

This belief is explained in light of Consedine's observation in 1989 that 

'blaming the victim' had always been and continued to be a national sport in 
New Zealand. It is part of the folklore in Protestant tradit ions that if 
people are poor, deprived, or dispossessed, it is their own fault. This 
deeply ingrained prejudice is reinforced regularly, not only by the powerful, 
but by the poor themselves who internalize the values of the dominant class 
(178). 

A similar assumption was found by Gold and Webster in the sa me year; they report 
that "[t]hree out of four New Zealanders believed the solution to poverty to be "a 
growing economy and greater self-help. Welfare progranunes were seen to be scarcely 
more likely to solve the problem than informal help from others or from the work of 
charities" (23). Winston Peters, a prominent Maori politician at that time, encouraged 
this assumption, for he "exhorted the Maori to greater effort, especially in view of the 
'millions of dollars poured into Maoridom through funding, such as social welfare 
benefits"' (Dominion Sunday Times 3). Interestingly, half of Gold's and Webster's 
Maori respondents agreed that "Maori people generally get a fai r go in New Zealand" 
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(30), indicating that Once Were Warriors' libertarian theme would have appealed to 
some Maori readers, as well as to many non-Maori readers. 

Overall, the social scene was set by 1990 for a text which crystallised the generally 
prevailing assumption that many Maori were their own worst enemies, that what they 
needed was not governmental assistance in the form of welfare or rieparation in terms of 
the Treaty, but to "take a good hard look at themselves" and "buck their ideas up." 
Such libertarianist sentiment suffuses much of Once Were Warriors. Beth, Mavis 
Tatana and, especially, Grace are the characters regarding whom this theme is most 
evident. 

Beth's nascent libertarian attitude develops with the story. Once Were Warriors opens 
with her observation of the contrast between the "[l]ucky white bastard [ ... who owns 
a] two-story house [with] its surround of big old trees and its oh so secure surround of 
rolling green pastureland" and the Maori Hekes' state "house and the half next door and 
the whole fuckin street of exact same state dwellings" (7). Although it seems here that 
land ownership and wealth is racially determined, it soon becomes obvious that other 
factors are vital. Beth's positing of "[g]ood luck" as the means by which the Pakeha Mr 
Trambert acquired his wealth and lifestyle is called into question when we learn that 
she, at one time, had had dreams of having "a whole house with her own bit ofland 
under her feet that she and Jake and the kids could call their own" (8). This dream was 
lost because of her husband's attitude, his "[t]elling her she was kidding herself' and 
asking her "why she wanted to be different from everyone else, wasn't she satisfied and 
who'd she think she was anyway?" (9). This inertia, or lack of ambition, extends well 
beyond Jake in Pine Block. 

The novel itself compares Mavis Tatana with Kiri Te Kanawa as a means of attributing 
blame for the Pine Block characters' situation: 

[Mavis] coulda been a opera singer that one, people saying to each other 
[ ... ]. Another Kiri Te Kanawa it wasn't for the ole Maori shyness. So how 
come Kiri isn't shy? Well, that's because she - I don't think she had a 
Maori upbringing. Nah, that's what I heard too that she \;vas bought up 
posh" (68). 

The unnamed speaker here unselfconsciously uses "Maori" as a defining adjective. It is 
clear to the reader, though, that both Mavis and Kiri are Maori, in fact, and their 
difference lies in the sets of attitudes and expectations of those surrounding them. 
Thus, the Pine Block people themselves confuse the innate with the acquired: "that's 
the Maori for you[, they think], too shy, too scared to tlu·ow him and herself forward in 
case people are looking, listening and certainly talking; it's better to stay put and shut 
up. Till you're drunk that is" (63). Grace is more aware: "that' s how I feel about 
shyness sometimes: it's a disease you catch off others. They make: you like them" (86). 
In other words, it becomes clear to the reader that Mavis is prevent1ed from reaching her 
potential by peer pressure, rather than by any innate Maori qua Ii ty. 

Moreover, this peer pressure is mingled with self deprecation. For example, Mavis has 
internalised a negative view of herself, one that is consistently reinforced by others: 
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Mavis, all plus-twenty stone of her was making fun of her sex life. My 
non-existent sex life. [ ... ] And someone saying that if she had babies, Mavis, 
it'd be a whale that came out, and everyone roaring with tliat. But the 
person[ .. . ] going on that Mavis'd have to take her kid to the zoo - no, one 
a these aquariums, or the thing' d die. And everyone in sti lches at that 
(108). 

Everyone enjoys laughing, but it is clear in Once Were Warriors that the dynamics 
underlying the Pine Block character's particular brand of deroga tory humour work to 
reinforce the lack of self esteem necessary to have ambition and work towards goals. 
The reference to the actual Kiri Te Kanawa and her social milieu lends "truth" value to 
the message signified by her contrast with the fictional Mavis and her peers. 

Another contrast, this time between the fictional characters of Grace Heke and Penelope 
Trambert, indicates the overwhelming strength of Pine Block's social mores in 
preventing its Maori inhabitants from reaching their potential. Although it may seem 
that the difference between the Maori Hekes and the Pakeha Trrnnbe1is is racially (that 
is, biologically) determined, this assumption is explicitly called into question for the 
reader when Grace crosses the geographical boundary between the two families, 
"scrambling through the wire-strand fence separating her state dwelling from that stately 
one" (79). Intriguingly, there is not one simple boundary between the Hekes' place and 
the Tramberts' property, but three; a "wire-strand fence" (79), the "other fence" (84) 
and "the brick wall" (86) . Grace is located in a gap between two worlds literally, in the 
liminal space contained within the two outer boundaries; even though this land is owned 
by the Tramberts it is presented as outside the apparent Pakeha/Maori dichotomy. To 
read Grace's situation here spatially: she chooses to be "outside" Pine Block, away 
from her family. In a sense, she is forced outside the Maori social milieu by its inability 
to meet her needs. 

The paddock's liminal space is a place of observation as well as withdrawal. Grace can 
see both of the worlds to which she does not belong: "the whole rear view of houses on 
her street" and the Tramberts' house "just a paddock away," a house she has already 
identified as "The Dream" (80). Her transcendence of Pine Block and its social mores is 
signified by the "shooting star scribing its signature across the sky. [ ... ] She was 
running when she saw it. Right in front of her" (79). The narra tive notes, however, the 
transitory nature of such a star - "just a brief moment in time and then gone forever" 
(79); the same is true of Grace's liminality. 

She feels contained within a Maori/Pakeha dichotomy once again when she climbs over 
the "wall" (86) into the Tramberts' property. That is, the similar ity between herself and 
Penelope Trambert only accentuates what seem to Grace to be their racially determined 
differences: "[s]he can't be ... she can't be any older than me! Grace astonished. 
Crushed. At the girl her ability. But mostly her confidence. [ ... ] [Y]ou didn't inherit 
the ole Maori shyness. [ ... ] I'mjussa black girl from over the way there" (86-7, 
emphasis added). Grace's perception of a racially determined disparity between the 
Hekes and the Tramberts is subtly intensified later: "she could see the lights of her 
world from her tree perch. And she ... look[ s] through the foliage a1t the row of lights of 
home -- back into the room of other species" (117, emphasis added). However, there is 
a difference between Grace's perception and that allowed to the reader. 
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Stepping back from Grace's own perspective, we can see that her aestheticism indicates 
that socio-economic factors, rather than "race," separate her from the Tramberts' social 
mores. She appreciates the beauty of their house's interior: "furn iture real nice, that old 
stuff, antiques, and paintings up on the walls, and vases with lovely flowers inem" (84, 
87). Grace wants to live in a beautiful environment and enjoy easy and positive 
relationships, as well as to realise her potential; indeed, her very name signals her 
propensity for this lifestyle. Her desire and its frustration are apparent from the site of 
her suicide, the tree from which she views the lifestyle and opportunities she wants and 
which also marks her distance from - her observation only of - the Tramberts. 
However, the Pakeha Tramberts are not positioned as standing between Grace and the 
kind oflife she aspires to. It is the Pine Block inhabitants who 8re indicted by her 
suicide; the passage immediately following the description of the suicide describes these 
Maori characters' "drunken" "party" lifestyle, even though - more widely - their modus 
operandi is partially attributed to historical and contemporary colonisation, as detailed 
above (119). 

The reaction Beth has to Grace's suicide endorses the libertarian theme communicated 
by the novel's own comparison of Mavis and Kiri Te Kanawa (166). Beth masterminds 
Pine Block's eventually very successful self help movement, I vvhich coupled with the 
development of what Once Were Warriors presents as "true" warriorhood, signifies that 
these Maori characters hold the answers to transcending their negative situation within 
themselves. Moreover, the Maori characters are portrayed as being particularly suited 
to overcoming adversity, as having recourse to something lacked by the non-Maori 
minority in Pine Block; only "most of [its inhabitants] are" "M8ori." (7). Once Were 
Warriors signifies that Maori are actually racially (that is, genet ically) superior to non
Maori in terms of their innate warriorhood, which, if awakened rn1d channelled in the 
right direction, is all they need to prosper in the widest sense of the word. Thus, the 
novel fitted well with the stand of the libertarian right and reflected the libe1iarian streak 
evident in wider society. 

1 "[T]his self-help idea was so beautifully all-embracing it was a wonder they, the Maori people in 
general, hadn't cottoned onto it before. Why, it helped the helpers, it he lped the owners of the 
businesses they purchased from, it helped most of all the lost, unwanted , i II-directed kids" (166). 



Conclusion 
Once Were Warriors' multiple facets and element of self-contradiction prevent its 
construction of a single implied reader, or even a few of these. At the same time, these 
features of the novel - together with its subject matter - peculiarly matched it with the 
complex, divided and paradoxical social milieu and range of - sometimes overlapping -
readerships in New Zealand during the first half of the 1990s. 

The conception of a racially (or biologically) determined and binaristic division of New 
Zealanders into Maori and non-Maori underpinned both Once Were Warriors and the 
process of reparation to Maori for historic breaches of the Treaty, which began in the 
latter half of the 1980s and continued in the '90s. Govenm1ents set aside millions of 
taxpayers' dollars to compensate Maori at the same time as sweeping economic reforms 
and welfare cuts meant a considerable drop in living standards fo r ninety per cent of the 
population. The non-Maori majority's general resentment of fi rnmcial and other 
compensation was compounded by the Treaty settlement's disru ption of traditional 
ideologies and mythologies which had fundamentally shaped Pakeha's sense of their 
New Zealand identity; that is, egalitarianism and open access to the great outdoors and 
natural resources. Coupled with this resentment was the similar ly widespread belief 
that the very negative plight of many Maori was their o-vvn fault. Once Were Warriors 
reflected and reinforced this belief. 

While the novel posits its version of the historical colonisation of Maori by Europeans, 
it emphasises that its Maori characters are also negatively affected by what is depicted 
as the ideology of traditional Maori society (in terms of inequali ties of sex and caste), 
by what is portrayed as contemporary colonisation though governmental policies and 
agencies, and by these characters' own attitudes and actions, especially in becoming 
dependent upon welfare, nicotine, alcohol and gambling. The fo cus in Once Were 
Warriors is upon the Pine Block Maori characters' own improvement of their lot. They 
do so through the awakening and positive channelling of what the novel presents as their 
innate and unique warriorhood towards taking responsibility for th1eir situation and 
helping themselves. Thus, although the novel condemns historical European 
colonisation, it also signifies an absolution of contemporary Pake ha for the abysmal 
circumstances of many actual Maori, even, ultimately of the welfare state (although this 
is depicted as modern colonisation), for its Maori characters choos1e the unemployed 
lifestyle. 

In positioning warriorhood as innate, and as both the identifying feature of Maori 
characters and the solution to the Pine Block people's initial plight, Once Were 
Warriors offered affirmation and inspiration to actual Maori, particularly to de
tribalised Maori. The novel's elision of traditional inequalities regarding sex, gender and 
caste in its internal revision of Maori identity into its conception of "true" warriorhood 
also signifies that such identity and Maoritanga is available and attractive to all actual 
Maori. At the same time, the portrayal of "true" warriorhood - i nc:luding self-help - as 
the solution to the Pine Block characters' plight appealed to Nevv Zealand's libertarian 
right and to the libertarian streak evident in wider - mostly non-Maori - society. Yet the 
novel's fundamental premise - that its Maori characters are distinguished by warrior 
genes inherited from their ancestors - is open to very different i 11 terpretations. 
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The underlying assumption that Pine Block characters' aggression and strong propensity 
towards physical violence is innate - coupled with the scenarios of sexism, domestic 
violence and sexual abuse within Maori social contexts - signify that these attitudes and 
actions are a particularly "Maori problem." This connotation is significant, especially 
considering the newly open discussion about domestic violence ~ nd sexual abuse in New 
Zealand's general social discourse, and the introduction oflegislRt ion which officially 
outlawed masculinist attitudes and actions in every situation, incl uding the home, in the 
late 1980s and early 90s. An uneasy tension existed between the official recognition of 
females' rights and many males' well socialised and internalised sense of their masculine 
superiority, a formulation and experience of identity which - tracl itionally - had been 
largely inseparable from their perception of their New Zealandness. Although a 
minority of men were involved in interrogating traditional understandings of masculinity 
and associated power dynamics, a backlash against women and minorities, especially 
Maori, was exacerbated by straitened employment and economic possibilities. Maori -
through the medium of Once Were Warriors - were scapegoated in some quarters by 
having the crimes of domestic violence and sexual abuse laid exclusively upon them. 

On the other hand, although the female characters in Once Were Warriors are 
ideologically produced within specifically Maori contexts, it ap pears that aspects of the 
book appealed to women across ethnic boundaries, for there wR s a prevalent perception 
that the category "women" was meaningful, to the point that it eclipsed etlrnic, socio
economic and other identifying factors. Statistics make it clear that a significant 
percentage of New Zealand women had been or were victims of men's physical, sexual, 
psychological and/or emotional violence during the first half of t he 1990s. Beth's story, 
as well as her courage and resistance - on her own part and that of her daughter - is very 
likely to have affirmed and heaitened those readers, even though Once Were Warriors 
signifies that non-Maori readers do not share Beth's access to the inspiration and 
strength of warriorhood. Yet ifreaders did not accept that what Duffs novel depicts as 
warriorhood - pride, self-esteem and the strength to overcome obstacles and opposition 
- is a uniquely and innately Maori trait, they will have had no necessary difficulty in 
identifying with Beth to a significant extent. 

The novel's concern with gender extends to an interrogation of rnasculinism, a 
disruption of the assumption that men are the "norm" from which women deviate, as is 
evident in Jake's emotional and psychological development. The combination of 
motivations for Jake's physical violence - what is described as the Maori "slave legacy" 
and socio-economics - implies that his violence is a Maori probl em, that colonisation is 
not a reason and excuse for his violence. Ultimately, his healing also occurs within a 
Maori context, for discussion as a means ofresolving a problem or situation is posited 
in Once Were Warriors in the context of traditional Maori soci ety. Yet Jake's 
acknowledgement and working through of his psychological darnz1ge (from childhood 
abuse due to his very low caste) also fits with the late 1980s and '90s therapy culture, a 
context which is not ethnically specific and, thus, can be widely identified with. This 
aspect of the novel spoke to the minority of men engaged in interrogating traditional 
understandings of masculinity and masculinism. 

All in all, it would seem that Once Were Warriors was rnearlingi'ul for a variety of 
sometimes contradictory or overlapping readerships: the vast im1jority of New 
Zealanders negatively affected by libe1tarian governments' policies and actions, the 
libertarian right, Maori, urban Maori, non-Maori, Maori women. non-Maori women, 
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female victims of male violence and abuse, "New" men or "Sensitive New Age Guys," 
and those disadvantaged by the introduction of Human Rights and Equal Employment 
Opportunity legislation, that is, Pakeha men. The phenomenal popularity of this novel 
can be attributed, to a very large extent, to the way in which it matches and catered for 
the particular and complex mixture of strong social tensions duri ng the late 1980s and 
the first half of the '90s. Once Were Warriors , like A1an Alone and the bone people, was 
a novel of its time. 
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Conclusion 
I have argued that Man Alone, the bone people and Once Were Warriors can be 
considered to be crucial indicators of major shifts in Pakeha's collective and personal 
formulation and experience of identity. The common emneslm1ent of conceptions of 
geography, race, ethnicity, sexuality, sex and gender in each of the three novels and their 
second-order meanings regarding identity has been analysed. It now remains for 
conclusions to be drawn about this analysis in its totality. 

Man Alone can be read as a late colonial novel, one which effectively deals with the 
crisis in settler confidence precipitated by the collapse of farming during the 1920s and 
the Depression of the 1930s. The shift in the story ' s fo cus from intractable farms to 
the natural landscape and unfathomed space at the centre of the North Island sets the 
scene for the English protagonist's symbolic re-conquering of tbe colony. That is, 
Johnson's so-called inaugural journey through the wild and alien Kaimanawas has the 
effect of transforming what Man Alone presents as New Zealand into a culturally 
mediated environment on the level of myth. In this way, the Eu ropean reader was 
enabled to become more comfortable about living in the colony, about being in control. 

Johnson's journey and other exploits also encapsulate frontier masculinity. This 
ideology rests upon the conception of New Zealand as an alien entity, an opponent 
against which men need to join forces; mateship and the domination of nature through 
physical prowess are inextricably linked. Although there is a series of disruptions to 
mate ship in Man Alone, it is reified and celebrated at the end of the: story. This focus 
upon frontier masculinity - and its variant, the rank of ordinary soldiers - appears to 
have made the novel very appealing to the many men who felt uncomfortable as 
husbands, fathers and urban workers in the 1960s due to their socialisation into a "male 
culture," and with the first generation who had not directly experienced war. 

Man A/one's appeal for this readership was intensified by the book's reassurance that a 
desire for exclusively male company does not have a homosexual corollary. At least, 
homosexual desire is briefly acknowledged in the story, but homosexual activity is 
effectively denied. This denial extends to a disavowal of sexuali l y generally, except as 
proof of men's heterosexuality, itself positioned as the proof of their lack of 
homosexual inclination. Accordingly, the novel can be read as communicating the 
splitting and domination of "nature" by "culture" within Jolmson. Moreover, sexuality 
is deflected away from Johnson (and mateship) onto female, homosexual, Maori and 
Italian characters within Man Alone' s inherent, binaristic oppositions of sex, race, 
gender, ethnicity and sexuality. 

As the social construction of Pakeha readers within such binarist ic oppositions was still 
hegemonic in the 1960s, female readers and male readers who sexually desired other men 
were precluded from fully identifying with Johnson. Subsequenl ly, these readers were 
barred from a straight-forward identification with A!fan Alane's second-order meanings, 
the mythologies of comfortable European situatedness in New Zealand, Pakeha's 
ultimate ability to conquer nature and to succeed against apparently insurmountable 
odds. Overall, the mythology of the "ideal" Pakeha as embodying :frontier masculinity 
was cemented in cultural discourse by this novel. 
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A far-reaching feminist challenge to such traditional masculinism was just part of the 
intense social, economic and cultural change which began in the J 970s and continued to 
the mid-'80s, contextualising the bone people's phenomenal commercial success. At this 
time, there was also the emergence of widespread interrogation of racism, rational 
science and New Zealand's traditional cultural dependence upon England, involving the 
development of "celt-chic." A newly prevalent preoccupation with Maori 's issues was 
- in some quarters - connected with a strong interest in the New Age (nature, ecology, 
spirituality and "alternative" healing). The bone people, multiple and complex as it is, 
manifests all of these concerns as closely connected, not least th rough the 
interdependence of its three representative protagonists and the internal transformation 
of the natural New Zealand environment. 

The two Maori protagonists' eventual experience of what is presented as authentic 
Maoritanga occurs in tandem with the resolution of their persorn11 issues regarding 
sexuality. Kerewin's and Joe's psycho-sexual make-ups - and their final, three-way, 
non-sexual and non-reproductive relationship with Simon - disrnpted traditionally 
hegemonic conceptions of gender roles and gendered identity, but only superficially. 
Ultimately, the bone people offers only a revision - rather than a rejection - of 
traditional assumptions about sex, gender and sexuality, for it is underpinned by the 
assumption of binaristic and hierarchical sex. 

Further, Kerewin is characterised by the novel in terms of an essential connection 
between sex, sexuality and reproduction, despite her avowal and appearance to the 
contrary. That is, because she believes that being female necessarily involves a sexual 
orientation towards men and, subsequently, children, she is driven to become non
female in order to protect herself from what she experiences as the psychologically 
engulfing dependency of others. Yet in this reading, the recogni ti on and disavowal of 
Kerewin's femaleness - through the simulacrum of the eventually vanquished cancer - is 
dogged by the question of its representation. "She" has not real Iv changed her sex; her 
transformation is a conceit contained by the ideology of mateship and liberal feminism 
within which it is constructed, implicitly reifying men, masculin ity and masculinism as 
the desirable norm. That said, an identification with Kerewin offered a genuine sense of 
liberation to the female reader in the mid 1980s. However, at the same time, the 
eventual (metaphorical) elision of her femaleness indicated to female readers that they 
had an either/or choice between such - liberal - "feminism" on one hand and sexuality 
and reproduction on the other, the choice between being a person or being a lover and/or 
mother. 

For the same reason, female readers also stood in a problematic relationship to the bone 
people's second-order meanings regarding identity. It can be argued that the novel's 
internal de-feminisation of Maoritanga, Irishness and New Zeahmd's natural 
environment makes these entities accessible to a reader steeped in the traditional -
masculinist - Western frame ofreference. Thus, in this reading, the anti-colonial 
mythologies signified by the bone people were implicitly withheld from women to a 
significant extent, unless they, like Kerewin, identified against their femaleness. 

These connected mythologies (of a new Gaelic-inflected Pakeha ness, an inclusive Maori 
spirituality, and a strong connection with the natural New Zeala nd environment) were 
also unavailable to those who identified as lesbian, bi-sexual or g~1 y . Lesbianism and 
female bisexuality (for want of a better term) are associated within the novel with what 
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it depicts as the primitive, bestial and repulsive female body. Homosexuality is 
denigrated by its representation as more or less indistinguishable from paedophilia, 
while heterosexuality does not feature. Overall, a hierarchical di chotomy of 
spirituality/corporeality is inherent in the bone people, working to validate and elevate 
the mauri through an extremely negative portrayal of sexuality per se, as perverse and 
disgusting, or dangerous to psychological well being. 

Is it a coincidence that Man Alone and the bone people can both be read as resting upon 
assumptions about binaristic and hierarchical sex and sexuality, ll ndl upon the repression 
or denial of sexuality? These commonalties imply that the soci81 milieu stretching from 
the 1930s through to the mid-'80s stayed fundamentally the same in some important 
respects, despite encompassing a huge cultural shift from late co lonialism to a new local 
national identity, from rational science to the New Age, from hegemonic masculinism to 
widespread liberal feminism. 

That is not to say that there was a general conscious awareness and choice regarding 
sexual repression, homophobia and the (ultimate) marginalisation of femaleness. Rather, 
it could be argued, these phenomena seem to have been an intrinsic part of New 
Zealand's cultural inheritance, generally shaping the formulation and experience of 
identity, both of Mulgan and Hulme and of the gre8t numbers of readers who recognised 
Man Alone and the bone people as meaningful and significant te>:ts. In other words, the 
social construction of Pakeha identity - as "colonial" through to '· late colonial" and then 
"indigenous" - appears to have occurred in terms of the "cultural language" ofbinaristic 
and hierarchical sex and sexuality, of a positioning of the female m1d the sexual as other. 
Given these circumstances, the content and second-order meanings of Mulgan's and 
Hulme's novels - taken together - work to construct gays, lesbians, bisexuals and females 
as such, and exclude them from a straightforward identification as New Zealanders. 
Further, the expression and experience of sexuality is constructed as anathema to a late 
colonial and indigenous Pakeha identity by these novels m1d their second-order 
mearungs. 

It is interesting, too, that Man Alone and the bone p eople share a "cultural language" on a 
more literary level. Both stories revolve around a Modernist leg<1cy, a difficult and -
eventually - redemptive journey into what each novel presents 8S the heart of the 
country. Yet there is a difference between the conquering of an <il ien colony signified by 
the earlier novel and the recognising and embracing of New Zea l<lnd"s paiiicular 
geography involved with the later one. The shift in positioning of the initially strange 
natural New Zealand environment (from the centre of the North Island in Man Alone to 
the bone people's remote South Island coast) indicates a constan t desire within the 
cultural discourse to make geography speak in terms of identity , to relate a people to a 
place. As the North Island was used up as a transformative space by readers of 
Mulgan's novel, a new (apparently) "unwritten" site was needed for the process of 
investing Pakeha with indigeneity, one provided by Hulme's novel. 

Of course, the bone people's investment of Maori spirihrnlity into a remote South Island 
coast is significantly different from Man Alane's characterisation of the Kaimanawas as 
terra incognita, a difference which indicates a general shift among readers from a late 
colonial agenda to an anti-colonial one. A similar shift can be observed from Mulgan's 
novel's construction of Maori characters as racially and etlmical l ~1 different from its 
English protagonist (as a means of projecting sexuality away from Johnson) to Hulme's 
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novel's final representation of Maoritanga and Maori identity as i nc:lusive of Pakeha, 
provided such readers also validate Irishness in an interwoven anti-colonialism. 

It appears that a different representation of Maoriness was responsible - to a significant 
extent - for Once Were Warriors' phenomenal popularity during th1~ begi1ming of New 
Zealand's internal de-colonisation. Before this observation can be explained, it needs to 
be noted that the wide significance of the singular concept "nation" during the bone 
people's heyday - as the instrument cementing New Zealand's new, independent 
cultural identity - fell away soon afterwards. Official attention became seriously 
focused upon inequalities among New Zealanders during the later 1980s and the '90s, 
effecting widespread awareness of difference between groups of people. That is, on one 
level, Man A/one's and the bone people's popularity pertained to the situation of all 
Pakeha, hiding actual diversity in the encompassing projects of lc1te colonialism and the 
forging of white indigeneity. In contrast, Once Were Wa/'l'iors lrnd no such single, over
riding cultural function. Rather, this novel provided the means for a range of Pakeha 
and other readerships to cope with a changing, complex, divided z111cl paradoxical social 
milieu. 

Once Were Warriors depicts Maori identity as both racially - tlrn t i:s, biologically -
determined and socially constructed (through mutable Maoritangzt). The paiiicular 
slants of this two-fold depiction of Maori identity and Maoritanga matched with the 
mixture of prevalent and diverse social phenomena and issues, as recently concluded and 
detailed above. That is, as a novel focused upon Maori characters, Duffs book was 
meaningful and significant in various ways to Pakeha, the vast majority of its readers, 
even - and especially - given the diversity within this social category. 

Most obviously, Duffs novel is marked as different from Mulg;m' sand Hulme's by its 
internal and explicit interrogation of the inequalities produced by a binaristic and 
hierarchical opposition of sex. More specifically, Once Were vVorriors itself is 
concerned with laying open the construction of ethnicity through assumptions about 
sex, gender and sexuality, while this dynamic is inherent and opaq ue in Man Alone and 
the bone people. 

Yet Once Were Warriors is also significantly similar to Mulgan 's and Hulme's novels in 
some ways, even ifthe common elements involve subversion. \Vl1ile Duffs novel 
repeats Man A/one's and the bone people's strong association of Maoriness and 
Maoritanga with (their versions of) "nature," it can be read as doi ng so in order to 
challenge this exclusive association and establish urban characters as culturally 
"authentic." Although Duffs Jake goes on a redemptive "journey"' similar to those of 
Mulgan's Johnson and Hulme's Joe, his salvation (psychological and emotional 
development in this case) does not take place in the transformat i ve "wilderness," as in 
the two earlier novels, but in an urban setting. Thus, it would appear that Once Were 
Warriors is likely to have had cultural significance regarding relci t ing people to place for 
urban Maori readers. This significance did not occur, however, i 11 a direct way - in 
terms of the novel's content - for Pakeha readers' own sense of their relationship to 
place (as a group), as was the case with Man Alone and the bone people. Yet, more 
abstractly, Duffs novel's trope of libertarianism enabled Pakeha to feel comfortable 
about their general view that Maori need have no special privileges regarding land and 
natural resources; thus, the traditional mythologies of "the beacb " and egalitarianism 
were effectively reinforced for Pakeha. 
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All three novels' constructions of Maoriness have contributed to their wide cultural 
significance for Pakeha readers. Most generally, we can think of the contents and 
second-order meanings ofMulgan's, Hulme's and Duffs books as marking stages in the 
process of the formulation and experience of collective Pakeha identity through cultural 
discourse: the late colonial disregard and distancing of Maori; the anti-colonial embrace 
of the Maori as a means of claiming indigeneity; and the stage of i nt:ernal de-colonisation 
in which Maori are once again cast as other and scapegoated, wh il e - from another 
perspective - inspiring Pakeha and other non-Maori women to stand up for themselves 
as people. 

The accomplishment of any thesis is constrained by necessary choilces about the scope 
of the material focused upon, given the appropriate depth of am1 I ysis and the word 
limit. It would have been interesting to consider the effects of the representation in 
cultural discourse of Mulgan, Hulme and Duff themselves upon the popularity and 
cultural status of Man Alone, the bone people and Once Were vVorriors. Synchronic 
studies of other texts published in the social milieux surrounding each of the three 
selected novels would have been fruitful in establishing more of a context within which 
to consider these books' exceptional popularity; however, this approach was also one 
which would have made my diachronic project impossible. Maybe someone else will 
work on relating the markedly different book and film of Once 1 Vere Warriors to each 
other and their social contexts within 1990s New Zealand. l 

I was going to also suggest a comparative study of very commerc[aUy successful novels 
dealing with landscape and indigenous minorities over time in other countries. However, 
given the obvious multiplicity of European settler cultures in Australia, Canada and 
South Africa, for example, this would not be a straightforward project at all. The 
relative smallness of New Zealand's population makes this cou ntry a special case. A 
traditionally monolithic cultural discourse has not only generally elided difference up to 
about the late 1980s, it has also ensured that (almost) everyone k 1s been aware of the 
same prevalent social phenomena and issues to that stage in time. It would seem that 
Once Were Warriors sits on a socio-historical cusp, marking the end of the possibility 
of one novel even apparently having nation-wide rneaning(s) and significance(s), for its 
extraordinary commercial success encapsulates the actual multip licity and diversity of 
New Zealand readerships in the last decade of the twentieth century, signalling the 
growth and strengthening of this variousness, the collapse of the c ven the idea of a 
singular "nation." 

'Ruth Brown makes a beginning on this topic in her essay, "Closing the G a p~ : Once Were Warriors 
from Book to Film and Beyond," Journal of New Zealand Literature 17 (Nov. 2000): 141-5. 
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