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ABSTRACT

‘'The early 1940s saw an impetus in poetry writing -
'ih Aﬁstralia and two poets to emerge at that time, Rosemary
_Dobson and David Campbell were seen as representatlve of
the two main factions in Australlan 11terature, the Natlonallsts
andvthe Internat10na11sts, Campbell, as a farmer was con51dered
- by many to be in the vaﬁguard ofia new wave of parochial\bush
’lballadists. Dobson was a Iittle more difficult to classify
;.She was qulckly condemned as "booklsh " but due to her a11u51ons
.to the European past was unea511y grouped W1th the Internatlonallst
;. school.. It took oon51derab1e time before it was reallzed that
meither of theee poets (nor many others who were being gromped
uhder‘these labels) fitted into these‘eategories.
At this stagevit would'appear'tha; Austraiian'poets
lmere well ahead of Auetralian critics; for in Both Campbell's
yan& Dobson's work it can be seen that their ioterestsilaYVWell
lbeyond geograph1ca1 boundarles. Their poefry;'from the.starti
moved towards a recognltlon and understandlng of wide- ranglng _'
| human values. - Yet the ethos of each poet is in some sense

peculiarly Australian.

> - vi -



Despite their long standing as Australian'poets,
‘Dobson's and Cémpbeii's poetry has not received the critical
“attention or recognition that it deserves. Thus it is the

intention of this thesis to provide an introductory critical

evaluation to ‘the work of these two Australian poets.

_Vii_



PREFACE

Rosemary quson and David Cempbeli both started
publishing poetry)in Australia in tﬁe 19405. The two
peets firet became,aequainfed'during tﬁeir eariy years
" of publishing,ubUt it wasvnot‘until Dobson settled in 
Canberra in 1971 that ‘the friendship was renewed ' During
the 1nterven1ng perlod however, the two developed an
:'appre01at1ve regard for each other s work1 which fa0111tated
the success of thelr long—term collaboratlen.on rendered

".;ranslations2 of Russian poetry.

Initially Dobson's and Campbell's approaches'to poetry,

- and the poems they wrote, appeared ‘to differ considerably.

Campbell'’s early‘work was informed by'the landscape of his

immediate environment, whereas Dobson's tended to be inspired
- by her consideration of the European'cultural'heritage. Critics
‘responded to Campbell's early work by describing him as a bush-

balladist of the Nationalist variety, while Dobson's poetry. was

_ 1For example see Campbell's perceptive ana1y51s of -
Dobson's concept of Time in, David Campbell, "Time and ‘the
Mirror," Southerly 17, No.l (1956), 42 44, :

: 2The term’ "rendered translat1ons" is used to p01nt out

”that the poems are not straight literal translations. What.

- Dobson and Campbell have done is to examine.and discuss the
. original translation, and then write. their own versions of
. the poems.

- viii -
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placed, somewhat uneasin, in the "Internationalist" school.

Y

\

It is now evident that Dobson and Campbell belonged to

i

ne1ther factlon but that they were part of a new movement

amongst»Australlan-poets-whrch, desplte‘a-certaln conservatism,

\ .
<

~ was to bring Australian poetry.fully into the twentieth-century.

Slnce the "two poets were wr1t1ng in the same period it
was almost 1nev1tab1e that some thematlc 51m11ar1ty should: occur.

At f;rst the cOncept of UTlme" was a common theme; both,poets'

' explored the relevance of past'traditions to the present and
' future; Campbell, in. hlS exploratlon,enmha51zed the continuity -

B of t1me through an exp051t10n of past people and events, wh1ch

he ‘then expanded into hlS theme of the a551m11at10n of man 1nto

»his env1ronment. Dobson s concern’centred‘more on a questlonlng

)

of the verlty, or 51gn1f1cance, of detalls and hlstorlcal events

'recorded in the pa1nt1ngs and artrfacts of a past era.

lNaturally,both'poéts,'as well ashmany-others who started

:pubiishing—in the119405,5were influenceddby the same.eultural.and

~political events of their time. For.example; the conservatism of

the period . was reflected_in the traditional techniques'used’by

~Dobson and Campbell.  Yet, as each_poet has- matured, each has .

shown an acute awareness of the need to.derelop their techniques

as Australian poetry has moved from the Modern into the Contemporary

period. I R

- Dobson spec1f1ca11y mentloned her awareness in an address

to the Engllsh Teachers' Assoc1at10n Conference in July -1964,

. ;
A WV
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when she noted fellow Australian poet, Bruce Dawe's, attempts
.at "a true and vital expreSsion of our own day," which she
-related to her feeling of a need for change and progression

in her own poetry; a need to set her poems '"in our time." 3

‘lCampbeli's concern for a contemporary_quality:in his
work}isimentioned>by Dobeoh in her tribute to. Campbell
iﬁmediately following his death. In her article Dobeon
»recalis Campbell's defence of his use 'of a very contemporary
woro" in hisvvereion'of‘e Russian poem when "he exclaimed . . .
'fthifh great_convictioh,_‘l cghﬂt.wfite,e poem whioh is not
of 1y {s};me' 4
Early shared 1nf1uences also included the work of
f Yeets and Slessor, and at a later date, both were 1nf1uenced
by the workvof the American poet Robert Lowell.‘ However,

-the maJor 51m11ar1ty that appears in Dobson's and Campbell'
work is the conv1ct10n, shared by both “that poetry could ?>,"?h
imake a positive contrlbutlon to the qualltyiof 11fe. // |
For e'period of:hearly forty‘years, until'David Campbell's
t1me1y death in 1979 the two wrote poems that dellqegtgg,.
.thelr_lnd1v1dua11ty, but at the:same t1me thelr work

‘ 3Rosemary Dobson, "Modern Australian Poetry - A Personal
View," ‘Proc. of Engllsh Teacheérs' Association Conference, July
>1964, in The Ibachzng of Englzsh No.5 (October 1964), p.20.

4Rosemary Dobson,."A rare poet of his tlme," The Age,
Aug. 4, 1979 p 24 ' .



expressed a similarity of interest which can be seen
invtheir continual examination of past traditioﬁs and the
vrelevance Ofbthbse‘traditions to’the values of a changing
»'sdciety. | .
SinceKCampbell's death,- Rosemary Dobson has
continued publishing poefry, butxfhe work examined in.this
‘thesis is drawn from the periéd béfore Campbell's death.

- xi -



" CHAPTER ONE

DAVID CAMPBELL : FIRST VOLUMES

" 1.1 Speak With The Sun: Definin‘g'values.

In 1942 the first of David Campbell's poems to be
pub11shed in Australla appeared in the literary pages of .-
The Bulletin. 1 Thevpoems had a d1st1nctly Australian

quallty, and encompassed both the ballad and lyr1c forms

In 1949 Campbell publ1shed h1s first Volume, Speak With

The Sun, which was pra1sed by the Eng11sh poet and critic,

C.Day Lewis, as containing "some of the freshest, most varied,

most exciting poetryfwhicb the l940's have produeed."z

One could dismiss such a statement as a mefe'publicity'-5' i
blurb (Day‘Lewis at that.time was editor of Chatto and Windus,

Campbell's pub11sher) but as a comment on a flrst volume,

e

, publlshed in London, and 1nc1ud1ng poems w1th t1t1es such as’
'"Hump1ng a Bluey " "The Stockman,” "Kookaburra," and conclud1ng
with a glossary of Austra11an terms, it d1d evoke a genu1ne

response of curiosity about author and volume " Initially the
._/ . s

: 1Campbell previously published at Cambridge. See Graeme
Kinross Smith, ''David Campbell - A Profile," Westerly, No. 3
(1973); p.33. . : ' Lo

2. Day Lewis quoted in Douglas Stewart The Broad Stream
Aspects of ‘Australian Literature, Perspectives in Australlan
L1terature Series (Sydney Angus & Robertson, 1975), p. 1223,



questions arise as to why. this volume of very Australian verse P
was published in London, and to what extent the book merited

Day Lewis' comment .

s Tﬁévfeasons for fhe Qolume’s publication in London are
'reiaped to the background and early‘influenééé on Campbeli.
‘David Campbell was born at "Ellerslie," an.isbldtgd-paétoral
property near Adelong in the Canberra region, in i915. Having"
spent his early years as a "country boy," he was then educated“
at King's School, Sydney, and later graduated in Arts at
Cambridge. Ipiwas at Cambrldge that he first started wrltihg
vpoétry under the'tutorship of‘E.M}W.Tillyard. Later, Campbéi1~'
»sént'the manuscript of his first ﬁookffd.Tillyard, who liked it

and passed it on to his own publisher, Chatto and_wipdus;

Campbell was.forfunate in striking d poet of Day Léwis} K
célibre/as editor of Chatto and Wi;d;;j/;;;—;;;;f;;-;;;;'firgf .
voluﬁé, despite‘the“glogséry addendum, must hévg been incomprehensiblei
ltb_anydné not fdmiiiar with life in Australiami It can¢bé.assuméd_ |
theﬁ that Day;LeWis was lobking atvCampbell'gfyo;k with‘prdféssidnéid
reéard for’ifs cfaftémanship and poepic excelleﬁce. What justifieés.
Day Lewis' dom@ent3'howé;dr,'i§7the delight and'joy;in¥iiving
.that infuseé the whq}e volume. Thislin itself is not a grdtuitdus :‘:1
joy;-fof-throughout the gook_Campbéll jdxfapdsés the thémés ofi |
lonelineﬁs, harshneés, desperatidn and-dea£h. withvhis songs’of"-
hope, pride, integrity aﬁd-coh‘tinuit}. It is this"combination of
joy coupled with an acute awareness of adver51ty that has shaped |

all of Dav1d Campbell's poetry, and places him f1rm1y ‘as an example

of A.D. Hope's conception of,a poet, "as a-man looking out from the



i

place inside where thinking and»feeiing goeé on and celebrating

what he sees."3

What Campbell was seeing in this first volume wes Austré}ia o
" in the forties. . The old split.between the'NatiOnalists and
. I . ‘ st ' { - .

Internationalists was still evident,  together with all the

” parochiaiism that had built up during’the,twenties and thirties.

. Addltlonally, one maJor effect of the war years had been to

1nten51fy the feellng of isolation, and the tendency towards
isolationism. Concurrent with this, James McAuley wr1tes, "waé'

a period . . . of new challenges,'of_quickening industrialization;

the atmosphere was vibrant with the realization that.Australia'was

1

going to be different from now on . . . ."4 Different from what? - 7",

Australia, as a nation, had feiled to'find anyvcohesive identity._
_bThe'splits\in society permeated all ideologies, and a~refbectionfb
of thisis seen in the dual aSpect of Australian literature} ‘What
is ev1dent in the literature of that perlod is that the time was
not only rlpe, but well overdue, for a new way of th1nk1ng and

feellng, and for expre551ng what one saw.
-

Charles Harrington in his thesis postnlates this . theofy'
'"In a sense the deve10pment of any deflned body of 11terature 1s
the story of an accommodatlon to the landscape, espec1ally 1f the
concept of landscape is broadened to -mean the human env;ronment."s .

35a.D. Hope, Native Companions,' Perspectives in'Australién
L1terature Ser1es (Sydney Angus & Robertson, 1972), p 12.

“4James McAuley, A Map of'Australtan Verse (Melbourne
oxford University Press, 1975), p.124.

, SCharles David Harrington, "Landscape -in Australian
Fiction, The Rendering of a Human Environment,'" Diss. University
of Indiana, U.S.A., 1970, p.14. S : : s



It was no accident, then, that the person to indicate new ways

“of developing‘Australian literature, should be an:educated farmerﬁ:
ampbell's personal background encompassed pastoral roots g01ng

back far enough to have become part of a cont1nu1ng tradltlon,

but these were tempered by the profe551ona1 ‘occupation of his

father, and later by an education far superior to that of the

maJorltyiof people'ln'Australlan at that t1me.6 Thus Campbell ;
was in a much better position than hia»city counterparts to underétand--

thet'landscape and to glve expression to the relatlonshlp between _% ]'.

man and env1ronment in new and un1versa1 terms . o o ‘« ' % o

On reading Speak With The Sun one is.imnediately_struckk - § o

. ' L

by the maturity of vision that the poems reveal In this book; L }

N

Campbell sets out to. describe his 1mmed1ate env1ronment, but hlS ,

descr1pt1ve 1andscape is set agarnst a'w1de-rangrng backgroundAof .

11terary and’ soc1a1 tradltlons ~ Despite faulta, which will be B

)

dlscussed in relatlon to 1nd1V1dua1 poems, hlS major achlevements

at thls stage are his exploratlon of t1me and.contlnulty in

- relation to his concept of tradltlon, and his use of landscape as

JECRUTRR

a symbol central to his- a551m11at10n of man w1th the’ env1ronment

- Speak With The Sun can be'roughly divided into three’
sectlons, namely, poems concerned w1th tradltlon, a small selectlon'

~ of war- related poems,‘and poems of celebratlon 7 All three

6For a summary of Campbell's pastoral background see Mannlng
Clark, David Campbell 1915-1979 : Words spoken at his funeral
(Canberra Brindabella Press, 1979)

14

Unless otherw1se stated all poems.referred to in this sectloni"'

are from David Campbell, Speak With The Sun (London: Chatto § Windus,
1949) . Page numbers only will be used when referrlng to poems from
~ this volume. :



sections explore the theme of time and continuity through the

use of<1andscape imagerv and symbolism. ..

With his concern with traditlon Campbell draws from -the
past in order to'define present values. Thus in his early.
poems'such’as "Fumping a Bluey," "The Stockman," and "Harry
Pearce," Campbelllis using memories of.thevmen uho worked and »_i.
appeared in andaround the settlng of his early years. 8 Not only | :
does he - look to the past to inform the present but he- also places}-
many of his poems in a chronologlcal sequence An example of th1s
sequencing can be seen in three poems wh1ch illustrate both Campbell'
concern W1th cont1nu1ty, - and the relatlonshlp ‘of present time to
continuity. The flrst two of these poems,A"Harry Pearce" (p 9)

and "The Stockman" (p 10) both employ the same ‘technique, a - }?;
‘ballad-llke quatra1n followed by a rhyming -or half-rhymlng ;;
couplet. In these<poems.the'influence of the early\balladistsvcané.
'he seen‘ Campbell's use and development of th1s style supports

the be11ef prevalent during the Natlonallst,per1od that the balladt"

was' an approprlate form to dep1ct the v1gour of a young country
However,.Campbell's refinement of the form, as-seen ‘in these poems,”v

"is an eiample of the emergence of the ballad as poetry.

The first poém,'nﬂarry Pearce," is a simple statement of
the pawer of memory'to recall the past to the present;'a power that ‘:
‘w1ll continue as long as past memories: cont1nue -to be transm1tted
The notable aspects of the poem, however are 1ts colour (the “red
stock route'" and the "amber sky" both serve to empha51ze the "heat

of nooﬂfl and the mystic quality of the dream-like atmosphere

- -8por Campbell's comments ‘on these men see Klnross Sm1th
Westerly, p.33. : y S S



—~

implied in the image of the-bullocks drifting through the mirage.
It is a surrealistic visual representation which at-the samevtime
elucidates peculiarly Australian customs and speech. The first {@

: . . C , b

two lines: = - - o

I sat beside the red stock route
And chewed a blade of bitter grass,

111ustrate Jost one instance of Campbell's use of selected naturald
1mages as veh1c1es or symbols of established habits. In thlS case
the lines portray phy51ca1 attitudes believed to be commonly ' 3.
" adopted by the countryman'wheﬁ he stops to rest. Additiohally;' E
the repetition of the ttuism;."The‘flies are'had ”and the impliedé'
anguage of the bullock driver. both form part of the Australlan f
stereotype, and their use emphas1zes the cont1nu1ty of such
traditions. That the trad1t1ons are securely entrenched in the‘
poet's mind is explicit in his lines:
" For years he wandered in my brain:."

~'And now he lodges here.

The second poem, '"The Stockman," is set firmly in the

present as evidenced by the very modern visual image in the line,

"The coolibahs were twisted steel." As with the first.poem,time téd
is arrested while customs are exemined- The pause'is hroken by
the V1v1d1y Australian metaphor of Timeé as a swagman, followed by !
the image of the mirage which is aga1n used to 111ustrate the
,distortion of,time'wlthin}memory. As the stockman r1des off the
trick of light of the mirage leads to the poet{s}visioh of
continuityvend timelessness, whlch, ih turn, leads to the coﬂclusioh'_

'of the f1na1 couplet

It seemed in that d1stort1ng air
I saw his grandson sitting there.



The third poen, "Winte? Stock Route" (p.17), oﬂe of
Campbe11'§ eariyhlyrics, is élsé set in the present, but tﬁé
correlation of £he changing seasons and the descripti?e
technique moves the poem from fhe bast to the present and to |
o thougﬁts of the unknown future where in stanza two:
Printlessithe thte road lies
Before my quiet skis. -

In the final‘s£anza the similefbetween the_landscaﬁe and the
"“deserted stage,'" both waiting for an act that will be'repeated
oVér'aﬁd pver; confirms £he poet's belief in>the_¢yclié aspééfr
of continuity. Thus it appears that to Campbell it is fhé
“isolated figures who pass over the iéndscape (however traﬁSienf_f;{
théif_passage'ﬁay be) and the repetitioﬁ of their passage_by'
~following generations that forms the ;raditions'of\a nation and

shapes the relationship between man and environment.

Nevéftheless, Cahpbell‘s use of AUstralian stereotypes
has been criticised by Vincent Buckley as ''the Australian's

dream of himself . . . based on cliché."? Buckley uses the pOem,jf

'
i

"The Stockman," as an example of a'facile'pﬁésentation of the
Australian's dream of himself, but fails to state why,Cémpbellfs_f‘

. descr@ption could not.be. an accurate portrait. Also; "The StOckman“
is used-in comparison witthudith‘Wright's "éqllbcky,"‘a rﬁther’
arbitrary choice, as a far more equitable cbmparisén ﬁight havé-_'
been.made'Between Wright's poemiand Campbell;s presentation-df

a mad bullock drover in "0ld Tom Dances" (p.16). The -

| credibility of Wright's bullocky would have been called into

"9vincent Buckley, Eésdys in Poetry: Mainly Australian,‘
Essay Index Reprint Series (19577 rpt. New York: Books for
Libraries Press, 1969), p.166. ' s :



e

question as (_Ia_mpbeli's Tom, of lirﬁited intellectual ability,
fiddled with sﬁperstition and the worse fbr(fum, is a much '. _{;
more bélievable character than Wright's-Bulloék} with hi#
Moses' obsession. ' -

As Buckley's aim was to.illustfate the’difféfence in each B
‘poet's.use of stereotypes, his blaim that Wrightis poem,f"givéﬁﬂ ?
bbth ri;hness énd ﬁmiversality to tﬁevbullocky,v er |

emphasizes the different aims of these two poets. Buckley's ~

earlief claim; fherefore,‘that ;Here is an "immense ‘difference %
.. in.the way of concetving the subject matter"ll.poiﬁts fo fhé%
‘crux of the difference‘geﬁween the:twé writers. Campbéil Qas
more concefned at that time with defining fﬁe}Qalues,twithin_a S
given society; which he‘felf‘were en&uring'and>pbsi§iye;-.Wright,f?
on tﬁe other ﬁand,,appéared not 56 Satiéfied with.ﬁer‘wqild aﬁd.
almost goes baékbto the Cdlonial.sténcé" of Searchiﬁgbfbr aL ‘:
prophét_toAreveal.the-UPromiSed Land." | |
Buckiey also does not acknowledge Campbeil's‘ihtrédhctibn .;5;
of a felativeiy fare figure in the Aﬁstral%éﬁ landscapé;ifhé skieéﬁ?i
.qf "Winter Stock.Rbute;h whé‘is pictured surveying. not ' the B
expec‘:\ted red dust of t'iie:'stock route, but a snow-covered landscape': .
_ That Campbellhaisb appeargd_to‘be fully conversant with dispélled ff'
myths is noted in "The_Sundowner's‘Dream" {pp.11-12), Whefé he..v 3
uses the legend of the inlandfsea; juxtaposed Qith‘the éf&w as gj‘; 
symbol of deéth, in order to point out thé illusionary qualify pf,i‘
theiéld dream of a fertile centre in Australia. Thus he is able
1Oéuckley,'Essqys,,p. 167.

11Buckley, Essays, p. 166. - '



to conclude "The Sundowner's Dream" with the lines:

The black. fire burned,
. And a.tune came. from . .
. The billy as I turned
Back the way I had come.. (Ita11cs mlne)

'Buckley‘s criticiSm that the tone of "The Stockman' isfz_‘v

"toughly whimsical, border1ng on sentlmentallty,"12

1

to one of the weaknesses 1n‘Campbe11 s early work.' In a few of hlS;' B

early poems, such ‘as "At the Sheep-Dog Trials " (p.21),‘the closed,f

endérhymevand.regular rhythm do have the tendency to push the'

I

reader into a fac1le rec1tat10n of the poem, so that he misses too b .

ea511yvthe 1ntent_and actual statement. But‘thls is not the casef’f'

in "The Stockman' where‘the overall balance of two movements; with :
a medial pause adds to the evenness and qu1et tone of thls poem,
'wh1ch, in turn, allows a 51mp1e statement to effectually create a .

pause in ‘the narratlve of time. -Buckley seems mistaken in- confu51ng

J),.j

the restralnt of "The Stockman" W1th wh1m51ca1 ‘laconicism.

, . The term'“trite” has also been used inAconnection with
Campbell's poetry.' ThiS'wiil be mentioned'forther wheh dealing
with the poem; At the;Sheep-bog Trials." For theﬂpreseht'groupv”:
' of'poems the visual effeetiveness and the\startling newaimage:s",‘~

. such as "The coollbahs were twisted steel" and "Time .took up hlS

solar swag," together W1th the use of strongly vernacular language,_.'

- make the poems both effectlve.andiendurlng.

In thlS f1rst Volume .Campbell also shows he can look at
customs "and habits with a great deal of humour. ~The comic hyperbole
employed in "Summer" (p.15), which begins with ‘two lines of visual

12pyckley, Essays, p. 166.

p01nts, however,

.
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delight: o : ' ' '-‘m . ‘-é‘

When hatters talk to ears of grain
And hawks cut figures in the sky

and then goes~on:to outline the disasters'that can occur in
summer, is a humorous example of'thebironic realism evident in
\IAustrallan literature since the Natlonallst period ;Campbeli(s
"Summer," however, I feel would leave Hartlgan [ "Hanrahan"

i

speechless.

A different form of realism iS‘used in the next'grouptofh-?‘,
poems under dlscu551on, those related to the war years."It is.'
generally conceded that Campbell's balla(i "Men in Green" o \,ﬁ
(pp.40-41){ ranks as one of the finest Australlan‘ﬂwar".poems.
: The effectiveness of‘this ooen‘lies largely in the‘sombreness
\; of a well—known rhythm (Coieridge's. The Rime of the Anéient
Mbriner),.ooupied withAthe'artistic,detachment obtainedlby"' 5_, pvi.
'uriting itrfrom'the point of view‘of an observer,_in'this'oase'
the airman. The movement of the rotation of the tr00ps once |
again p01nts to Campbell's concern w1th cycllc cont1nu1ty In -
thls poem it is Pplaced W1th1n the m1crocosm of the Jungle war‘.';ﬁit~.

arena. As the men’ arr1V1ng surveyed thoseddepartlng::-

It seemed they looked upon themselves
In T1me s prophetlc glass. " .

Two of Campbell's other war poems use the 1dea of thlngs’

’remembered that carry the soldiers through the harshness ~of war.

i
¢

In the first one, "Soldler s Song" (p.3 7), the Juxtap051t1on'of

the waters of the Murray with the desert and jungle allows' the
persona to change the ill-wind’ of war (as symbolxsed in the "desert

w1nd” and ''tropic wind") to a wrnd\carry1ng memories which wrll

sustain one through the storms and desolation of war. In the other

'
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poem, '""The Soldier and The Mermaid" (p.38), . the memories are .

prompted by the seashell'the soldier carries. Both poems have }"ﬁ'

affinities with T.S.Eliot's concept of a "still centre" as a

_source of peace and strength. In the present poems it is the
thing given, which can be either memory or'object, that provides

the invariable element in the process of change.

‘.,

One other of Campbell's war poems, "F1ghtermP1lot's ‘Mate' "
1(pp 49-50), demonstrates Campbell's awareness of 500131 adver51ty: !
The poem 'is basically about forced, accelerated maturlty under - g"
abnormal conditions and its cdneequential problems. 'fhe‘savageryvj
of_mar'is symbolized in the use of animal imagery thronghout'the
poemf thus in the first stanza the}boylgoing from schoolboy to |
fighter.pilotu(conyeyea:in.the,metaphor;of the'tiger)»qnickly'
'learns the art of hunting and killingl Thexpoet, howeVer{ -
obviously saw normal hnman develonment as being arrested'under- -

war-time conditions and so at this stage the boy hunts and kills

e el —b—ata v e ima e o

in a "high ice haze." -The second stanza is a description of the
girl in a state of innocence, with the implication of the =~ . !
cumulative effect of stress observed in the Iines:

She'd sing,above tight pain;-bdt'song and heart’stopped,'_‘
_Each time the post-boy passed her in a hurry. '

The final section of the poem is set in the post-war period and“

the problems of estab115h1ng normallty are outlined in the 1magery

of the laws of Jungle warfare be1ng transferred to the home The g1r1
is no longer portrayed as "gentle" and "merry," 1nstead she 1s now V

equated to the tlgress and therefore well able to hold her own.

As a finale, sympathy.1s;d1rected_to the offsprlng'of this 'union.

'"Fighter'Pilot'vaate" is a direct social. statement, -and, in:
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the concept and 1magery used, reminiscent of Blake's "Songs of - ;
:Innocence and Experlence." It is not entlrely successful one

| reaaon being that Campbell has tended to develop his metaphor -
: vtoo explicitly, and this has resulted in some confusion and .
'word1ness in ‘the first stanza. The major problem however;-isf-
an underlylng tone of b1tter cyn1c1sm which 1s atyp1ca1 of
Campbell's work. This tone of cynicism occurs most often when’7 E
-Campbell self—consciously attempts to distance himself from hls_i-?'
-sUbject matter. 'It frequently giveé the impression of an~
exaggerated 1nd1gnat10n, or, as in the poem under review, 1eads »J
‘to the flippancy of the 1ntroductory 11nes to the f1nal sect1on" P
where he comments: . - S :'.} |

. Still if you wish to weep— ’ ‘ f‘
i

For sent1menta1 end1ngs are in fash1on— ‘ o :v-‘v S

Campbell d1d not 1nc1ude th1s poem in hlS Selected Poems, i

but did cont1nue wr1t1ng poems of d1rect soc1a1 statement It 15'{.:
eV1dent in h1s early work ‘that poems of this nature are the type f
Campbell was least at home with, and this unease resulted in a i
tendency, although on a d1m1n15h1ng scale, to dupllcate the bi:-gg o

problems 1nherent in "Fighter P110t s Mate."

*»

The third group of poems, loosely'termed poene ofbcelebration,-‘
give to the bookoa'dominant“note of great delight and joy‘in-living.bb
The range on the scale is w1de, forming a contlnuum from med1tat1ve
v1yr1cs to songs of exuberance, conta1n1ng at one end a poem such

as "Spring Hares' (p.18), which is full of energy, exuberance and
'colour, while at the other end the title poem, "Speak With The Sun" :

(p.61), gives a more subdued presentatlon of the same 1mage. -

In both the above-mentioned poems. Campbell appears to lean

towards Jung's symbol1c 1nterpretat1on that sees the sun as a symbol

. A .
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of the source of life and of the u}timate'Wholeness,of man. In

”Spring'Hares" the symbolism is overt with the sun spreading-

‘ .

across the entire contlnent, 111um1nat1ng the hares and sparklng\
the fires of renewal, or cont1nu1ty. All is "Locked in the 5

. \
Y .

sun's irradiant eye.":

In "Speak With The Sun" the symbolism is more complicated

x ..

and indirect. The basic analogy is to the-growth of a seed, i

A

preserved f1rst in the dark of the ground awa1t1ng fert1llzat10n}'
that is‘achieved through the warmth'of the sun, and so'enabled VE
to move into the light. It is the actuality and p0551b111t1es 1
lof what is revealed in th1s full 11ght that Campbell is concerned
with. Thus in stanza one of "Speak W1th The Sun" there is a -

l
. movement from "night" to "11ght " and the song of the b1rd becomes .

|
. i
a celebration of the p0551b111t1es of creat1v1ty In stanza twol,.

the sea 1magery of stanza one is repeated, the movement being

from:sea to air. The "warp" and ”woof" of 11ne two Land the

i
|
i
i
!
‘ i
{
!

"net'" of line three all 1nd1cate the idea of an obstacle to be |-
P

‘sifted through and are thus representatlve of the r1tua1 of

pur1f1cat1on as the song moves from "ten thousand years of 11ght" .

\

to "myriad galax1es," Stanza three is pr1mar11y a repet1t10ntof
' stanza one where the "11ght" (personlfled) 1gn1tes the dark cau51ng
"bubbles ~of delight" to rise. In the frnal line the stars:are "3

symbolic-of human freedom~ and thus of the freedom.to transoend»
~ existence through creativity, to be able tov"speak‘with the sun."
The representation of symbols as contained in this poem continues

,thrOughout‘Camnbell's work. . ‘ E

Aithough‘the overall tone of the poem is one of\delight, thé

‘heavy alliteration in the flnal 11ne sounds almost like a s1gh of

i .
L
g
T
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relief.. One.could hear in this an' underlying emotive tone o
s1gn1fY1ng relief that a cohesive point- of-v1ew had been

collected and subjected to the ordered pages of a book thus

1ncrea51ng the p0551b111ty that the poet's creative v01ce'wou1d
’indeed‘be heardf Such an'interpretation is not purely conjectnral'f
but'emerges from an overall picturelof,Campbell'as a poet-who ls”‘
concerned with the trad1t10na1 craft of poetry as a su1tab1e

medlum for de11neat1ng cont1nu1ty relevant to both- present and

U

future values.

Additionally, "Speak With The Sun" is important in that, .

the complex imagery repudiates the occasionhal accusation that
Campbell's early work is too simple. Campbell's Complexity‘_ i' ‘ |

. can be seen in the extent to which he utilizes his regional

images. Under the category of ﬁpoems of celebration"‘there

are a'number of love poens both in ballad.and lyric form.

In these partlcular poems Campbell's use of natural images as
symbols of the essent1a1 ‘nature of love transcendsthe paroch1a11sm'
of the perlod in wh1ch he was wr1t1ng,:wh11e at the same time allow1ng
a much freer and lesg preJud1ced expression’ of sensuallty than | f{: f
_had prev1ously been used in Australian poetry. '

One eXample, "The Seaeon-of the Year,'" the longestlpoém in'“ -

Speak With The Sun, ‘is a lovellyric in a sequence of five.sectional |
"The Season of the Year” is strongly rem1n1scent of the cadences .
heard in the poetry of William- Butler Yeats. Campbell,’at_thls ‘}2
early stage, also shows a tendency to repeat Yeats' prol1f1c use )

of bird and tree 1magery There are, in fact, very few poems in

‘this first volume which do not 1nc1ude e1ther one or both of these;*

!
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images, and they remain throughout as symbols of constancyrand;

" change. The tree, in particular, is used'as a symbol for natﬁra1_>.

growth.and renewaI: while concurrently a eonstant'rendnder»ofithe_r

movement of time. Even in its most desolate state, as in "the

wreck of tree" 1nh"Speak W1th The Sun}'the tree prov1des the base ;:' 

for_cont;nual growth. And, in the same.poem, the blrd prov;des.\ ;

the'sound ~or the voice that accompanies thefmoyement ofhtime;_;ff'zfj"
The'first section of "ThedSeasonvof the.Year">representsf; ;

a simple progressionoof changing seasons; from'good tO‘badr. The |

most notable aspect of this SectiOn:is'the mature and'warm*useﬁfd,*

5% sensual images, which, as‘mentioned.before, was in’itselfr‘

innovative.

Section two is basically_a Yeatsian daneé.-‘Thefinflnencebh3‘f_.ffj
vof Yeats, particularly of his later'workt'has been acknowledged"'
| by a number of poets who came to pronunence 1n the 19405. This“~~

_partlcular poem: of Dav1d Campbell's gives an 1nd1cat10n of some

of the reasons for.Yeats' appeal.

<

\
v

Yeats' de51re to formulate a nat10na1 11terature, together

'-w1th hlS amblvalent attrtude towards the more fervent natlonallsm ;

of his contemporaries; tended to place him in moral'isolation,‘a ok

" N

condition which could be readily understood in Australia,:a'country»ff-'1:"

where moral isolation had been almost an' automatic condition of. any ‘v"
ereative'endeavour{ Campbell did not consciously set out7with::

the purpose of creating a nationai literature, .although in using

the traditions and»stereotypes available, he was, to some extent,.

achieving this.

)

. In "The Season of the Year," however, the vac111at10n and 'f§_>‘

fluctuatlon of ‘the human cond1t1on w1th1n a predestlned framework

R
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is Campbell's maﬁor concern. Section two_is'a generalisation .«i
of these_eoncepts, and follows closely Yeats' theory on’the
organic strueture of art. Yeats, in_his essay}‘"The Symbolism
'>of'Poetry," writes: | |

'All sounds, all colours, all forms, either
because of their preordained energies or
because of long association, 'evoke indefinable
and yet precise emotions .. . . and when sound,
and colour, and form are inra musical :
relation.. . . they become, as it were, one.
sound, one colour, one form, and evoke an
emotion that is made out of their distinct
evocations and yet is one'emotion.

The: "mu51ca1 relation" of section two of Campbell'
poem lies in the symbolism of "the dance" to the tune of "the
bird" which represents natural harmony of movement within a '

predestined framework. Thus Campbell concludes this section:
Those who listen to the tune IR
Are mysteriously one
‘Moving to the dancer's time
Wh11e the h1dden bird is ca111ng.

een v o < o

In the flrst part of section three Campbell presents
the 1nd1v1dua1 attr1butes of sound, colour and form, to g1ve
the prec1se emotlon.pf harmony found in 1ove. A note of discord
is 1ntroduced in the second last stanza, and is conflrmed in the
final stanza where Campbell's concept of the blow1ng w1nd

disturbing the harmony is likened to human inconsistency. -

Campbell's almost verbatim line,'"But I shall miss you,"

-taken from Yeats' "A CradlevSong,"14 leads to section four in.which

13y.B. Yeats, "Ideas of Good and Evil," in Essays and
Introductions, (London: MacMillan, 1961) pp. 156-57.

'

14poems of. W B. Yeats,lIntroductlon and Notes by A. Norman.

Jeffares (London: MacMillan, 1962), p.13. . - A



" disharmony, are symbol1sed Ain the r1pen1ng and subsequent . .”it

S K
the attrlbutes of susp1c10n and the- consequent fluctuat1ng

cuttlng down of. the crops. Th1s tendency to dwell on the trans1ent ?

nature of 11fe is". seen ‘to cause inaction and pa1n. Thus in Yeats'~ Cel

A Cradle Song" the man, as he klsses the infant, 51ghs in the

reahzatmn that the moment 1nev1tab1y passes. L1kew1se, Campbell,

in section four, contemplates p0551b1e changes, and although in

the final stanza he comes back to the present he is unable to entlrely’dn

shake off . the feellng of: paln. Once contemplated, or.experlenced,_ -

the_lmage remains. . o o SN

Campbell's answer to thls problem g1ves us. one of his {.

f1nest ear11er 1yr1ca1 passages, where he states 1n Sectlon flve »
He is ‘the season»s fool f
And nothing earns but banter °
Who sighing meets his girl
As if he did not want her. :
Oh such a _spendthrift of his care
Shall f1nd he'll lie with nought but air.

He continues in this vein.in the first four.lines of the final

stanza, where he concludes:
He is the fool -of Time ;T L
Who'd tinker with the minute

Because the mocking worm
 Curls like a spring within it.

Altogether the poem is a‘rather curious combination of

Yeats and Blake but Campbell's voice comes dec1s1ve1y through

“in hlS call to recognlse the values of the present nmment. Only

by fully experiencing the present can one f1nd dellght and Joy

in 11v1ng, while, at the same” t1me, acknowledg1ng the lessons of .

the past which in turn can be of value ‘to, the future.. Of more
1mportance, however, .is that th15 poem comb1nes Campbell'

explorat1on of time and continuity as related to his concept of ,
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tradition, with his use of a symbolic seasonal'landscepe‘

assimilating man and environment.

- :0verall Speakbwith The Sun denies the'negative impllcatlons

" of the Australian postfwar-intenslfieation of feelings end'tendenty\
Ctowafds isolation. 'To Campbell, isolation and integration‘were
merely dlfferent aspects of the human condltlon' both could carry
negative and pos1t1ve qualities. G1ven the’ tendency towards

increased isolationism, and the problem of Australians in defining B

o ftr e e e

‘a nat1ona1 1dent1ty, th1s was not the general view in the 19405,

[

and this dlfference in sentlment partly explalns the fa11ure of

'Campbell's poem, "At The'Sheep-dog Trials" (p.21).

As mentioned earlier, the term "trite" has;been used dn :

. connection with this'pOem.‘ For‘example, Rodney Hall, in a reviewl
of Campbell's Selected Poems .(the review humorously entltled -
"Earth, sky.and a drunken»swaggie"), postulates that."predominantlyt'

short lines . . . combined with a mu1t1p11c1ty of rhymes

nl5

‘

Hall contlnues, "Nowhere is

R FU N

results in simpllstlc monotony
openness more vulnerable _more precarlously balanced on the edge
: of seeming tr1tene$s, than in the close patternlng of full rhymes "o
As an example of the lack .of subtlety in .the use of rhyme threaten1ng'
the openness of the poem, Hall cites the stanza:

He is of collie stock:

Austerity of rock

Lent his mind and bone16

The toughness of its stone;.

Hall's argument in regard to the- difficulty associated with

15Rodney Hall, "Earth, sky and a drunken swaggle," Rev. of -
" Selected Poems 1942- 1968 by David Campbell I%e Austnalzan, 15 May,
1969, p.15. . ‘ :

16The or1g1nal line in Speak With The Sun is 'Has lent h1s
mind and bone " "Has" is deleted in Selected Poems.



close patterning of full-rhymes is no doubt correct. However,

the stanza he quotes, in its sparsely defined image, is the most °

'

effective stanza in the poem, and-may_also.be Seen as being _ h i
‘seminal-to Campbell's development. 'The refinenent and euccessh, |
of the technique of using conc1se1y pared 1mages is demonstrated ,v
in one of Campbell's final poems in wh1ch the rhyme, varying

~ between internal and end rhyme, 1s both compact and umobtru51ve.

- - 3

Campbell, in looking at the orlgln of hls verse wrltes o

Poems ~ _ Ly
Can move as slow ‘as ' : ' : :
Blood from a wound or
The rose pruned at your door.17 ‘ o

<

A mere bbvious‘reason{for the. failure of "At The Sheep-dog -

Trials" appears to be anlintellectual overétatement which crossed :

an undefined line of acceptability.~ In this. instance Campbell

t

as in many of hlS poems takes an anlmal and attempts to relate 1t
to the world around him, In the first four‘stanzas he is successful,
his concern with timelessness and continuity and the adaptatidn of | -

the traditional to fit into a new landscape is exp11c1t It is in

R4

the final four stanzas that Campbell 1ntroduces 1nconmat1b1e elements.

In attemptlng to explain” the pr1meva1 quallty of the an1ma1 he has

selected very active 1mages, “such as that of the fox hunt 1n stanza L

five, which emphasise the wlld, untamed side of the dog s"
ancestry. In stanza six, he soars almost into ‘the realm ef.biack '
magic with the connotation of such words as "moon and tides"'and ‘
"hidden mixen," Ucraft" and "blood"f It‘is, perhaps, Campbeil's
desire,to,forée conneetiens between images-such as the 1oﬁ§1yf

* 17pavid Campbell, "Poems" in The Man in the Honéysuq@le-
(Sydney: Angus and Robertson, 1979), p.57.

1
S
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stockinan and_his dog, and uhiversal'figures of wider mfths_that,r
‘at'times; create-some'etrain’and even bathos.in his poeme. S 71
OveraIi this poeh tails eimply because Campbell,fat thjs stage >v.fi“
_in‘his work, has not‘developed sufficient'skili'to'always“. |
convincingiy blend his ihages with the era and'setting ofThis-‘}
_eubject matter. One other poem that falls in this manner is
nRace Book for. Randw1ck'" (p 20), where Campbell attempts to :J”&

relate the Jockey s prlde to the splendour of his early Roman :f

, counterparts.

S

Campbell in Speak With The Sun succeeds in synthe5121ng ’f.ﬂh:*
man with his env1ronment whereas the first Australian poet to -.‘tt
attempt this assimilation (Charles Harpur, 1813-68) fa11ed.,~ t
,Primarily Cempbell'srsuccese was .due to his ability, on most._.r

~ occasions, to find a mode of expression suitable to his aims; - - i°

one that is distinctly Australian but also appiicable-to a "hr R

‘universal literature. Moreover, Campbell's views have proved |

more acoeptable than Harpur's partly‘hecaﬁse a lapse of almoet; :;i'tt
one-hundred'yearslhas bred a new c;imateﬂofﬁopihion ahd.pértly R
'_because Campbell's_gocialkstanding allowed him to'be fully

I

accepted as a poet, whereas Harpur's did not.
It was largely this social ease that allowed Campbell
to extend beyond Harpur's depiction of,landscape.' Where

Harpur included people in his’poems it was in the form of a

) Juxtap051t10n of man and landscape, and the solltarlness of

\ each was a counterp01nt to the other, and’ thus emph351zed the
1solat10n of man from h15‘env1ronment In Campbell's poetry

" the human figures form an 1ntegra1 part: of the landscape.
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1.2 The Miracle of Mullion Hill: Consolidation and Development.
David Campbell's second book, The Miracle of Mullion -
Hill, was published in Australia in 1956.  This second volume
is‘basically an exploration into style and theme, "and is
d1v1ded into four sectlons, each section roughly correspondlng
to a change or variation in style o
"Flame and Shadow,")the title of section one, is alsof:»b";ﬂéfiz
the title used by Campbell in his publication of collec't:e,d_“i

short stories 1n 1976 ‘In both uses the implication of the.

‘title is that of 1mages of life and death formlng a backdrop

against which the 1nd1v1dual acts and thinks.

_ The first poem in this section "The End of Exploring"
(p 1),18 delineates a framework for the whole: book In his

later publication, SeZected Poems Campbell, as an-intfoduotionigfiij"'
to the section from The Mzracle of Mullion HLLL, quotes from }‘og':}f”;"i

T S. Eliot the lines:

We shall not cease from exploration
" And the gnd of all our exploring =

Will be to arrive where.we started

And know. the place for the first time.1?

Canpbell, in his styliétic use, does oiverSify.wideiy, but the-E.ff

‘ 18Un1ess otherw1se stated all poems are from David
' Campbell The Miracle of Mullion Hill (Sydney: Angus and
Robertson, 1956). Page numbers only will be used when referring

to poems from this volume.

o 19Lines referred to are from T.S:Eliot's "Little Gidding,""
section V, and are as quoted in David Campbell, Selected Poems; -
enlarged edition (Sydney: Angus and Robertson, 1973), p. 34.
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final outcome is the consolidation of his growing reputation

as a lyrical poet.

There are still strong echoes of‘Yeats, especially_in'
section one,-in poems. such as "The Beggars" (p.S),and "The Dance
of Flame and Shadow" (p. 11), but as Vivian Smith po1nts out it

" is now only a "superf1c1a1 1nf1uence of Yeats.”20 Campbell's

integration of Yeats into his own world and time is demonstrated

in stanza three of "In Summer's Tree" (p.10), where he writes: e?
One world is of time, . : h S _}'
And the other of vision,

And the magpie's song,
Brings peace -and fusion:.

The two most suecessful poems in section one, "Whe(Points
the Swallow?" (p.7) and JNigh; Sowing" (p{8), both remein high
‘on the list in Campbell's coﬁpiete oeuvre. Of the two, ;ﬁight i
Sowing" exemp11f1es more prec1se1y.a change of direction in Campbeiltst ]
work. The poem illustrates the meditative tone and conciseness |

.of expression that Campbell 1ncrea51ng1y reflned throughout his
verse. It also emphasizes his tendency_to move towards a more
personal exploratieﬁ'of the Monaro leﬁdscape, fhei, aecordihg to
literary historian, Graéﬁe Kinross Smith, remains "the signature ef'"
- David Campbell's pbetry."21: Campbell, himself, realized»his change-
in direction,'andehen'writing nbtes.fof the University of Qﬁeensland_
Press publication, 'Poets en Record," menfions,'"As the more -

generalised images from the bush ballad and jackerooing dropped

20yivian Smith, ""The Poetry of David Campbell," Southerly
25, No.3 (1965), 195. - -

21ginross Smith, Westerly, p.38.
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away I founo more and more that .my poems»Were triggered bjh:
imnedlate experiences, the moon crusting dark furrous'or the i
.daylight moon in allunar'landscape'of white.trees."zz'h

In the second Section, entitled "Hogan's Daughter;"'
'Campbell again- looks to the past to 1nform the present His
recasting of Paterson S ballad characters and places in the
title poem,_"Hogan s Daughter," recalls the ballads of the
Nat10nal1st per1od. Dur1ng these recollect1ons Campbell ,;
effectlrely uses eerie images where 11ght and colour helghten'
'the‘mysticisnvof his use of the mirage‘as an,image of thé'paét.f~ﬂl,ﬂ

But strong as the thoughts of the past may be, the present

- 'rema1ns to be explored and thus the "Clancy" f1gure in "Hogan shf,\fj.

Daughter" becomes the swagman orda1nedto contlnue wander1ng
"across the hill."

- The seeond poenvin this section,'"Wlndvaap,"'borrons )
from the initial line of Yeats‘"Running to Paradise v However, o
Campbell's drover, travell1ng through Windy Gap under threat of".}
the hawk and accompanled by the song of the magple, is seen to

be.in a parad1se of hls%own-maklng. ThlS 1dea is carried on in

the eclogue, "Beside the Track." In the ballad, ”The ngh Plains "-Vh »

the power of stored memories is again recalled to describe'the
ideal world of summer. Although now buried under snow, the’
. images of renewal juxtaposed with the dreamer's poWer insist

again on continuity.

22p,vid Campbell, David Campbell Reads from his oun work,
Poets on Record series (St.Lucia, University of Queensland Press,
1975), Notes, P 15
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But Camphell is still basically looking at the'idea of
exploration'that; will enable him to observe with.renewed vision.
Thus in "The Monaroh"-(p;ZZ), Willy Gray "will sit-and Stare . .-i/;’

- the whole-day long," until he abeorbs'the landsoape:intonhimseyf;g

He is then able to contemplate'the‘preeent with "a lover!s eYe " 'f[;f'.‘

“The flnal lyrlc in this short sectlon, "Noon Has a11 Day"' (p 23),

completes. the out11ne.of this paradise. The paradox of the ' ?f";.ff

first line, '"Noon has all Hay, a 1ifet1me," is re1terated 1n the
"1mages of life and death caught in a st111 moment of t1me as

.the hawk "hooded in reverie, / Has - come to rest ~upon ‘that tree " % i
Campbell's glven vision of paradlse must include all aspects off}s

the'naturalgworld. :

In the third sectlon, "The Miracle of Mulllon H111 "

Campbell attempts for the flrst time three 1ong satires in a j7 'Tt¢ L

ballad-llke narrative style  The f1rst two, "The eracle of

"Mulllon Hill" and "The Speewah P1cn1cs," both suffer from the R

. overuse of rhyming couplets. Although Campbell achleves an ';'i S o

occa51ona1 variation in rhythm, pr1mar11y through the use of vgl;'
enJambment the lengthy repetltlon of rhymlng c0up1ets becomesv
monotonous. ,Unfortunatelx this does give the impression, rn::
epite of many.genuinely witty lines, that Campbeii's fahiiau”hae'
become too drawn out:to achieve the.reqnired satiric effeot.h'“

: The th1rd poem in thlS group, "The Westing Emu,“ follows 'ﬂ.
more closely the’ ballad form, and aiso it 1s shorter than the

other two. - Its main strength however, 11es in the sophlstlcatlon

of form achieved through 1ncorporat1ng an occa51ona1 ‘lyrical ;mage, anﬁ‘

éxample of this being stanza four where the poet writes with a

combination of fantasy and humour:
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Although' at dusk the scarlet pea
Hearing the horseman in pursuit,

Ran 1ike a lizard up a tree

And clung there, trembling to the root .

. Campbell is more euccessful in the three buehman'é yarns .
wh1ch follow,bﬂDonoghoe and the Wattle" (p.38), "Kelly and the_.”»:h,jghui
Crow" (pp.39- 40), and "Jack Sprlng" (p.41). All three‘revertgji”l

“to the use of short, concise 11nes, pr1mar11y monosyllablc Q*}"

-words, and a calculated satiric ant1—c11max. "Donoghoe and
the Wattle'"’ explores more fully Yeats' "mus1cal relatlon" through
.‘A;use of internal’ and half rhyme,andvassonance Thus the whole
concent of wine,'wonen and\song,'and high—living is evoked throughf';»'rb
.the 11nes of stanza four when the f0551cker, Jack Donoghoe;’ ‘
maklng his second wish for a "yellow town-house / Be51de the T1V " fl:
-51ngs: . |

~ "And.there will'bebmusiC'b

' And‘johnny‘cakes and janes

And.a coloured Touseabout . |
Tb hand round the wines."

In h1s poem follow1ng th1s group, "Under the Coolabahs"»rf'
(p. 42), ‘Campbell turns his attentlon to the sung ballad and in llﬁfav
the chorus deplcts in a_ few words a sett1ng which could only befh-' |
that of Australia in the fortles and f1ft1es _ | | |
Under the coolibahs )
In their grey singlets

Shearers are dancing with
Barmaids in ringlets.. - =

In "Come Live with Me"'(p 43), Campbell borrows Marlowe sl:'i
lines to create an Austra11an version of. the old minstrel themefi;ﬁf:frﬁ'
of a woman follow1ng her lover into battle,vor quest, of one type S
or another. The final four poems in ‘this section turn aga1n to; :;flffiﬂﬁ

the lyrical form with a dominant use of sound, light and colour.i'v
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The‘twelve_poems comprising the final section of-The Miracle_;'
of Muilion Hill, under the title of "The Gift," represent Canpbeilds
\most'sustained and'difficult poens up to this point. Although the-
1&ric'still predominates, one notablehchange is a freeinguof form,
both organicallyiand structurally:' Another move_is seen in the
settlng of the poems, Of.the'twelve, only. two poems~are directly

related to a rural background the remalnder have an urban settlng,»;

It has'been alleged.that CampbelI's deye}opment'towards,a .
relaxed freedom invhis lyrics, “one[s] something of their'easé_ B
to Aude'n'.“23 Certainly, in his use of quatrain, sonnet and = ' i

conversational tone, the influence fiiters throngh. For'example,

Campbell's "North Shore Sollloquy” (pp. 60- 61) parallels the “, ];ﬁ'

of unease and regret that Auden uses in a poem on als1mllar

theme, "A Healthy Spot.''24 o o

~ It is however the note of unease or discord that requires
- further perusal, for this is atypical of a writer whose work has
been described as.presenting 'an uncommon gospel in a period . -?§Vh

>

dedicated to the literature of alienation."25 ' But as mentioned’
. prev1ously, Campbell was well aware of problems in human .
relat10nsh1ps, and nine of the twelve poems in' "The Gift" look

at these problems, pr1mar11y w1th1n the domestlc sphere

‘There are three sonnets included in this secétion, the title

23Smith, Southerly,_p. 196.

. . 24W.H.Anden, A -Selection, ed. Richard Hoggart (London:
Hutchinson Educational Ltd., 1961), p. 155.

y 25Leonie Kramer, "Dav1d Campbell and the Natural . Tongue,"' e
Quadnant XIII, No.3 (May/June, 1969), 17. o _ L

i
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poem, "The Gift" (p.53), "After .the Elopement":(p.54), and "Asr

an 01d Cow" (p.62). All malntaln a compressed narrative within
"the fourteen 11nes, coupled w1th a.perceptlve use of deta11

Many of the details’ are superlmposed on the backgroumd, 1nvok1ng._"
a note of discord whlch reminds us agaln that Campbell contlnues

his search for harmony.

In "The Gift," the problem of a551m11at1ng the new w1th
the old is redefined in the light of post war 1mm1grat10n Thus
the persona from "a bombed country" represents the mystery and
lure of an old and enduring 01v1llzat10n In equatlng her to

.Hera,'a Mother figure, Campbell uses ‘the g1ft,of,"the she" as

. a synthesizing agent in reconciling the European background with
- the new world. Whether old customs can bind the-two worlds
.remains unstated, the seasons.are seen as passing, and the -
stolldlty of the husband.gives credence to the 1mp11cat10n of
Hera as a protector of marrlage. The next sonnet, "After the
Elopement," is almost'a denial of "The Gift" as'the old'Couple
have never reconciled their act1on in elop1ng w1th the long 8

process of living together. The final sonnet, '"As an Old Cow "

is one of the two with a country settrng, but again glves an
 uneasy View.of9marrrage;A In’ the allegory of'the.eow Campbell
gives a compressed, visual portrait of a down-trodden country
wife. He is not entirely disillusioned with human relationships,
however, as in the final lines the cow/wife is séen having her |
- moments of deflant Joy, for

Somet1mes she will sw1ng her head and flag her tail

And buck with udders flying through the astonished dayA
~(For hills leap up!) shaken by life's qulck fever.



.Another three poeme in the gronp look at different':"v
~activities in city_life_whichjappear to be artificial or
insufficient‘ and which 1eave a feeling_of incompleteness»and
~emptiness. But not eren_the city can be all dismay and inohis1”'
poem "In William Street" (p.63),-Campbe11 telle of a cheerful L
encounter w1th a prostltute. This ES-followed by a long . ": {'T:QL r‘
narratlve satire on marital 1nf1de11ty, "The Golden Cow" (pp 64 69);£
nthat 11ke the ear11er satires, has some de11ghtfu1 moments but”~h

overall is too lengthy for the sllghtness of the tale so that :;

many sectlons lack momentum

As can be seen by'the brief description of the concernezu

of these poems Campbell was.still searching for and as§e551ng )
‘the values which would be of 51gn1f1cant beneflt to the encroachlng
world of modernity: In The Miracle of Mullion Hill he makes one f' e
- further excursion in looklng at the craftsmanshlp of art in two
poems, '"'To the Poetry of Kenneth Slessor" (p 56), and "To the Art ff}h
of Edgar Degas"‘(p.57). Both poems refer to successes of the vff .
artists, in'the first‘instance‘Slessor s_poem; "F;ve Bells,"vand}‘,"”':”'v
i‘in the case of\Degas,'h}S-béllet giri paintings. Suceess, howéye?i*;?‘q;f
is.nothampbell'shprime interest{ rether, it is the process'of' e
creation. ~Both‘poems are written in heroie quatrains, are
meditative inltone and addressed directly to the:artists.' In.thie.?"
respectvthey could berloosely'termed as elegies written as a Iament.;
" for the passing of both the men and their'ﬁaiues;‘ : '-, - R

In "To the Poetry of Kenneth Sleseor," Campbell is obviously_“-
more fémiliar with the values and world of poets;' The creatiVe_

process and effort requlred in writing poetry is aptly 111ustrated

through Campbell's allusion. to the drowned man of Slessor s "F1ve
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_Bells"; Thus his ﬁﬁrases ""Dumb fﬁmbler" and'"dreﬁned voiee :

.souhds" followed by the simile of.treffic leads one to thinkn

of the muffled rumeling sounds of distant traffic, which can

'then'bring to mind the first rumb;ings or'the germiﬁationiof~an{

_ idea for a poeﬁ The conseeuence in‘ehis inetanée is fﬁe _’vii,[

poetry that breaks through to make Journalists such as. Slessor

"sing like lyreblrds / And song glve back the human voice. " The

‘last line quoted here 'is probably Campbell's_first,recorded

recoénition bf/hiS’later'Steted be{ief that a poem is partly

' giren. But having been giveﬁ the iﬁitial image, the prbcese

| of:elucidetieﬂ and eultivationbpf'the initial thought iﬁgo'tﬁerrf,r

reality1aﬁd tiﬁelessness of art belongs_to.the pdet.,;v |
Invturning’to the-worid of visual artein his poem to

Degas, Caﬁpbell reveals ene ef the ettributes thch.is reSpoﬁsibie

’ fbr much of his ab111ty to develop w1th his time. Vieual art»".A

requires a d1fferent 1n1t1a1 response to that of poetry, and

Campbell's w1111ngness to learn in order to understand is coupledv”'

with a refreshing tone of wonder. In fact the lines written to. e

Degas could well apply to Campbell

With what tense patience you reflne
The everyness of everyday.




- CHAPTER TWO

ROSEMARY DOBSON.: FIRST VOLUMES -

2.1 Iﬁ a Convex Mirror: Time as a dominant,themé.

. Like mahy other phets’during the early 1940s Rosemary -
Ddbson first came to be notited through the page§‘of’the
revitalised BuZZetiﬁ, Her first submission to The BuZZétin,
"Australian. Holi&ay, 1946 " was atypical of'Dobsoan work
be1ng one of her few early poems that related d1rect1y elther
to Australla or the fact that Auatralla was at that t1me

involved in World War II.

Her first volume, In a Convex Mirror, was published in
1944. At a time when the Jindyworobaks and Ahgry Penguins were

fully vociferous, In a Convex Mirror makes a-notable contrast.

‘to the themes and styles affected by the adherents to each

-respectlve'group ngever,Dobson was not entlrely 1solated

L from the mainstream of Australian literature. In acknowledglng )

her. debt to the work of Kenneth Slessor, Dobson wrltes, "The .

1nf1uence of his modernlty 1n thought and technlque, his brllllance

“and. sophlstlcatlon, has been w1de1y d1ssem1nated through the’ work

ot

of later Australlan poets, for I think that Slessor s work has a
dazzllng impact on a young writer . . . . ‘I con51der I was

extremely fortunate to come under the 1nf1uence of One Hundred

- 30 -
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inems when'I was at the'outset'of ny.career."l

It is,intereeting to note that Australian writers were
Jat last turningvto'the work, .not just the ideologies, of their'
AQn predeceseors and more 1mportant1y, belng 1nf1uenced by -
this work. In part this could be attr1buted to the 1nten51f1ed
isolationism resulting from the war but, as.mentaoned in the
previous'chapter, this isolationism was concurrent with;an.
atmosphere vibrant with an awareness of the possibilitiee of -
change. 'AS'Dobsonisaid; it was a time_that gave one ﬁa heightened;;
sense of awareness, of being aliVet"z This period‘of ferment"'
gave to’ the poets of the fortles the 1mpetus to emerge feellng |
confldent they would at last be heard desplte the extraordlnarlly
' 1111bera1 censorship of the time. A fermentation s;mllar to
‘this period was not experieneed again.untii the early 19705'*when,
follow1ng the awakened awareness engendered by the Vietnam War,'
there was a short- 11ved resurgence in poetics expre551ng the needk

and hope for change,

‘In 1944, however Ih a Cbnver Mirror'Ehows the author as

lacklng a wide social awareness 3 no doubt due in part to her-

_background. Rosemary Dobson was born in Sydney in 1920, educated’

P

at Frensham School on the NSW'South.coast, a school founded by ':%\ :
Winifred West, one of the first advanced educationists in Australia.

-

1Rosemary Dobson, '"Modern Australlan Poetry - A Personal V1ew "
Proc. of English Teachers' Assoc. Conference, July, 1964, in The
Teaching of Engltsh No. 5 (0ctober 1964), p. 7.

2Dobson in- E%e_lbachzng offEnthsh, P- 7.

3Ro$emary Dobson, "Australian Poets in Profile: 2," ed. G.A.
Wilkes, Southerly 40, No. 1 (March 1980), p. 10. oo
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Afte; a short‘period as'an apprentice teacher at'Frensham,
'Dobson stud1ed for two years at Sydney Un1vers1ty, and in

the early 19405 Jo1ned the publlshlng firm of Angus and
Robertson. Although Dobson's school1ng was of a h1gh standard
'Frensham did prov1de a cloistered environment. - Moreover
Dobson s SOClal env1ronment was not radlcally changed dur1ng
her years at Un1vers1ty and with Angus and Robertson for her -

contacts remained those of the world of art and literature;

It was durlng these years that the poems compr151ng her
first book were written. Given this background and the author_snt
age when her first volume was publiShed, lt isvnot‘surprising_,ix
that there was a lack of wide soc1al awareness. DobSOn, homever;’i S
'd1d not appear to’ 11ve 1n an ent1re1y insular world for an:: o
increasing realization of the d1ff1cu1t1es that 11fe could present
Tuns throughout her f1rst volume. Overall In a Convex Mzrror is. .
an explorat1on 1nto form and style but out of th1s emerges four

1nterconnected mayor concerns. These concerns, stated br1efly,

‘centre on the complex1ty of "t1me" the,relatronshlp betweenjart
and life; a ‘search for order ln\a world'of‘conStantly;changing'1

values; and an inquiring contemplation of the unknown and mysterious{.[;”“

T1me, the f1rst of Rosemary Dobson s maJor concerns, has,

of course, long been the subJect of literature and art. 4 In modern '

- literature this preoccupat1on has been 1nf1uenced by the allenatlon of”f

.past'concepts and trad1tlons wh;ch has-led to a more 1ntense focu51ngj-p =

P

4see for example, R1cardo J. Quinones, The Renaissance
Dtscovery of Time (Cambridge, Massachusetts: Harvard University -
. Press, 1972), and Elizabeth Salter, "Pters Plowman and the Visual
Arts" in Encounters: Essays on Literature and the Visual Arts, . L
ed: John Dixon Hunt (London Studlo V1sta Publishers, 1971) pp 14 15 ;f o
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on the different values inherent in psychological and chronological '
time. Baeically these studies have concentrated on two forms of.

time, the suspended sense of duration as esseciuted with

‘physchological time, and the all-embracing moment wheré tmevwholé Lo

of past time becomes an ever-present inclusive Now.>

In the first and title poem (p.S)6 of In a Convex Mirror
- Dobson primarily uses the‘latter concept’of time. As it ie'intended:.»h

“to look at "In a Convex M1rrof'1n deta11 the poem is reprlnted

e

in fu11

See, in the circle how we stand,
‘As pictured angels touching wings.
Inflame a Dutch interior
Bespeaklng b1rth foretelling kings.

The room is st111 and brushed w1th dusk
Shall we not disregard the clock

Or let alone be eloquent s
The 511ence between tlck and tock’

. Shall we be- flxed w1th1n the frame,
This -breathing light to clear—cold glass
Until our 1mages are selves '

And words to wiser silence pass?

But ruined Rostov falls in flame,

Cities crumble and are gone, L
“Time's still waters deeply flow ~

Through Here and Now as Babylon

And swirling through this 11tt1e frame
Will rive the two of us apart,
Engulfing with unnumbered floods

The hidden spaces of the-heart.

This poem is based on a fifteehth-century Dutch'paintingf»e' )

SFor detalled discussion of these two aspects of tlme see,': S
A A.Mendilow, Time and the Novel, Intro. J. Isaacs (London Nevill, ..
1952), especially Ch. 10. : . N Sl
6Unless otherwise stated all poems’ in thls 'section are- from,;f
Rosemary Dobson, In a Convex Mirror (Sydney: Dymock's, 1944).Page
numbers only\wlll be used when referrlng to poems from thlS volume
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known as Van Eyck's ﬁArnolfrni Wedding Portrait," and is a
contemplation of details incorporated in the painting of a

past event. One such detail is a convex mirror through.which

‘is reflected an 1mage of the artist. This aspect of the-painting,
together w1th the title, dlctates the form of the poem as a
dramatlc lyrlc. The persona, or voice, represents the_poet as ”
an artist- speaklng to the palnter, also an artist. Thus in "
stanza one, the 1n1t1a1 line, "See, in a circle how we stand " L
represents the uersona'going backlln t1me to take her prace

next to the painter within the conver‘mirror. The simile in

’11ne two, "As p1ctured angels," not only conveys the comparlson,

but lists another detail of the painting that, together w1th

the phrase, 'touching wings,'" brings to mind the two prdtagonists ’.E:
of the painting who are standing side—by-side‘holding hands, and,'-;

who are also reflected in the convex mirror.

In 11ne three the word ""Inflame" is central to the dual

‘ image of time stayed.and ‘time moving. In the first instance the
persona is commentfng,on the colour of the static painting.
However,_"inflame" ;uggests aleo a.ohoenix symbol, and followed

‘ hy linelfour; "Beepeahing‘hirth; foretelling'kings,” leads to the
subject of the painting which is a wedding portrait.of fifteenthé'
century nobility; The wedding is the starting point for future
generations.and poseible‘heirs anu is therefore the unspoken tenor
for .the metaphor of the natural continuity of 11fe.' Concomitantly, =
the sexual allusion of "Inflame" as pa551on, together w1th the |

"angels'" as good omens and the coloured room,"brushed with dusk,"

all support the image of the picture as '""Bespeaking birth'" and.so

'
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ensuring the continuity of life;7‘

In stanza two the persona suspends time as she further
describes the palnted room from the 1mag1ned p01nt of being
within the mirrdr looking out into the room. - It ishan_evening
scene, the ending of a day ("dusk').l But the question being .
-explored now is that of artistic selectlon. 'The painter has
finished hlS picture ‘with his- f1na1 Stroke of dusk. Ihelpersona,'
as poet and artlst, at this point sees the-pa1nt1ng as complete
SO now poses the questlon to the artist as to whether the palntlng}f"
’can be read purely as a recordlng of an event and moment " when.
she ) asks, . '""Shall we not dlsregard the clock”?, However,'
the paradoxical nature of "eloquent 511ence" underscores the n' ,
paradoxical nature of regarding a palntlng_as f1n1te. The |
selection of details can image a moment but:viewed,in'retrospectA
prompts contemplatlon of the movement from past to present. The
"clock".can only stop for and w1th the palnter, t1me 1tse1f |
contlnues to the present ‘ Thus the "511ence" between "t1ck and
tock"'becomes'the unspoken and unpainted gap’between past and :
present, while also imp}ying the silence of eternity. .The questionlg
being asked now is how'much’will one's artistic selection be an'l

.apt and fluent eucidation of one's time.

"In stanza three the content repetltlon of 11ne one of the
- poem empha51zes the contrast between oont1nu1ty and_stasls. The_'

emphasis leads to the obvious conclusion that the persona cannot

‘.

7'Ihe angel motif was consistently used in paintings of ‘the
fifteenth and sixtéenth centuries as a prophecy of the birth of
Christ. - The Arnolfini portrait is one of the flrst secular palntlngs
" to include ‘this motif. :

-



become '"fixed" within this particular '"frame". She can, however, . '
mentally step within the frame, and, from the shared artists’ v
viewpoint, metaphysically observe the scene. However, theii';;,{ Lok

refleétion on the scene:must now Be>i11ﬁminaféd'frqm-the pféseﬁ£‘;,kif'_ f
'("bfeafhihg lightﬂ)."ihus invliﬂeJtWO; 5tan£é three, the h?lé;rgﬁJ>
cold glassﬁ as an image of death marks the point beyqnd'which'theﬁ'a;
persdna'cannotvpenét:afe; ‘She'cén now only revéal'he}'pergdﬁél  :€f?d:ﬂ’:'$
‘meditation on thelimagegkand symbols.tﬁe painter of ihé:past SR
has selected an&-left for poSterity. ”This;barrief of gLésé"

’»réfiects-back to the poet her own image (iine three) whicﬁ'1§éd§?  1“}V"

to a contemplétion of whefher'her artistic selection of wérdSt;ﬂfﬂ;“
will have significance when she has "péssedfon":(line‘four). o
“The emphasis on the selection of detail. does point to

some uncertainty and tentativeness which can be noted in Dobson's jﬁ

early work. Forvexampie, the word "wiser" in line~f§url("Andi’ ‘;T ;'V
words to wisér siieﬁcé pass?“), also c@nveys the fogginess{f‘ s
occuminé when onelvbreathes: oﬁ glass. "Wisex_'" could thén,.indifc.:'fl;te
confusion in the presént, tﬁus‘shdwing tﬂe poet's diffiéulty in
knowing‘Whethei thQ';ords ;hg hasvselected will giyevavclear iﬁagé?if? f;V

-

‘of_her time.

_Stahzé three is élso-pivétéllto the entire péem;';fhe.paQ;"a{”il"”
. is put into perspective, the pieseﬁt is'vquéd, apd:the_fdtufé’fvf' 

o coﬁtemplated. Thus the first th'étanza$ of the poém cénvéy:a v

,feeling of stillness viewed from a pqint of stillne§$; _Théreii$
va-momentérily established Bdndvbetﬁeeﬁvthe two artiéts and bethen-:""”
t@o ﬁoments in time;'jusf as.fhelsubjeét hattertof fﬁe'f§iﬁtiﬁg o

Tis',a ?ecoraing,df‘thg ﬁomeAt esfablishing a ma#rimonialiboﬁd.l The

final two stanzaé-(four and five), move from stillness to actiQn;

oL d T
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‘Time, seen-inaretrospeet, is now viewed as.a,noving; relentless.o
force, destroying momentarlly,established relationships; and
inflieting unknown trialsa ‘ | |

In stanza four the ch01ce of events recalled reflects_
T1me as destructlve of both. closely establlshed relatlonshlps,‘e--
‘and a mu1t1p11C1ty of societies. In line one of thlS stanza |
- the war connotation of “ru1ned Rostov" 1s analogous to male N
act1v1ty, and in 11ne four ”Babylon," a city known for its
excess1ve luxury, has, through connotatlon become a fem1n1ne
image. The use of the phrase "falls 1n-flame" denotes the
iresulteof war, the destructlon offthe male, and_the phrase,
Cmcities ernmble and are.goneﬂ‘recalls the’fall of Babylon

and ‘thus 1mp11es the destruct1on of the female."AFlame" as

'a destruct1ve force is, contrasted to "Inflame" (stanza one)

a symbol of the cont1nu1ty of 1ife. Therefore the'male-female‘:h7f
symbolism is a microcosm of the establishment and fallvof'a
,multiplicity of cultures;_ Despite destrnetion life‘does contlnue.:
“and the poet uses a proverbial connotation,vjllme’s still waters g
deeply flow," to prove this. ‘The use of "still waters" also. |
relates back to the paintinglb The.contemnlation of a still'image‘j
gives rise to'eontemﬁlationAof selected events and confirms '
continuity. "Waters" is a dual stbol of both.destruction and
fert111ty - Thus as a new ‘civilization flourlshed from the ru1ns i-
of Rostov and Babylon the same waters can be seen’ as fert11121ng

the present, the '"Here" and "Now''.

In the final stanza the poet cont1nues the use of fIOW1ng
waters as a metaphor of destruction. In line one of stanza five

- the words are carefully chosen.to provide lirks with past events.
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"Swirling," throﬁgh.syntax'and eliitération; reiates-to iine

one of the poem, end the "frame" relates to the contrediction"
of line one found in line one of stanza three. Thus "swirlihgﬁ-v
becomes a metapher for the vortex of time, and the motion it“
produces eevers the relationship between the~per$oha and_painter
‘("rlve"), as they are of two dlfferent axes of the vortex.,‘ft |
has also separated the two lovers through death, with "rlve"i'l

here taking the archaicvpoetic meaning of "strike asunder:" |

The poet finishes the last two lines meditating on the

FR S S

events‘thathcould‘occdr'within any relationship; ﬁUnndmbered,"g3,f'
likeAmany other words in the poem, is used for a duel‘purpose,‘ 3 ;;.L
" . The poet is recallingieVents'that have been‘oblitetated thrbdgh'ﬁ |
non-selection, while, at the same time, relating baéh to the.. .
""Dutch interiot"-of stanza one,.in which many minute and homely
_details‘are recorded in the painting. In this\use the cyelic
cont1nu1ty of time is re1terated where the f1na1 word of thlS
line, "floods " echoes the assonance of stanza two and the "flow"‘
of the waters in stanza four. In the f1na1 11ne, "The hidden
spaces of the heart"gaga1n relates to the palntlng, the point
belng_that the select;on qf detail w;thln any given space can-h'-
never he.ehtirely“comprehensive. fhe innumerable and "deep e
’flowingﬂ_anxieties and dnguish confrohted.by all peoplevend |

-

civilizations largely remain hidden. They become part of the

'"'silence between tick and tock" and:femain,unknewn‘in the silence

of eternity.
It is obvious from this close perusal of "In a Convex Mirror"

that there are a number of problems inherent in this poém. In the
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f1rst 1nstance a surface readlng of the poem conveys t1me as

a destructlve force, however, any further attempt to explaln :
the poem proouces a number of contradlctlons to this readlng

It is only through taklng the "we" of line one as representlng.kgjﬂ;?Qﬁ ﬁrf
the poet and pa1nter that the poem becomes clear by
show1ng the obV1ous concern of the poet in looklng at the pest p'f"f;fffi‘w
tofdiscern 1t5're1evance to the present and p0551bly the future; : ii
Tlme can be transposed,, but the poet is here uncertaln as to

the extent that the ravages of time alter the meaning of the

past. This uncertalnty.ln regard to the destructlve elements"

of time is duplicated in many of the poems in this volume.
- Dobson's development in her understanding of the metathSice."

of time will be'Seen to be closely linked with her developmeﬁt -

‘
as a poet. . . . o ' ) f - »*-:i75"17
The,secomd major problem lies in the degree of geherai"‘i'-':
- |
knowledge one requires to give this poem a satisfactory,meaniﬁgrv*
>It is difficult to explain the lines ofvcontinuity; ano allusioné;,jf‘;,
; within'the poem,'um{ess ohe'hae_ahknowledge 6% the particular “i,'h';'
paimtingvoh which the pgem is based.: This problém occmrsgagarn;ﬁ,:
to a leseer extent, in the‘poem;"In afCafe” (p;iS);-where_-;
'Botticelli,lsittinglin a.cafe'musimg over the détaile-of his
v;paintimg, "Birth.Of.Venms," is used as the'catelyst betmeen paét ;
’ano pPresent. .Although thie poem is more specific, and the
' ‘contrasts between past and present more overt, the narratlve
‘deta11 found in many of Bottlcelll s pa1nt1ngs g1ves Dobson S :
poem_an enhanced meanlng_lf one is aware of Bottlcellrvand hls‘l
work. This problem is partly reéolved in 1ater'work as Dobson’

_ attempts to subjugate the external objects used in herﬁpoemévtoA'A
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the concepts she is writing about.

Another major diffi;ulty‘lies in the poet's attempt to

elicit the’apprépfiate details required for an apt elucidation‘

of her concerns. In In a"Cbnvex_kﬁrror_Dobson freduently tries',
to overcome this problem by being more explicit in her allu#ions.> 
An exampie'can be.seeﬁ iﬁ;her'poeﬁ, rAadress toua Lettérv" (9.19).A'..t‘
This poém is éoncgrned_with thé‘aisofdér and cﬁéos cre;tgd by
what the'éoet sees as diminishing values.. In‘this instahce,_ﬁé
in a few other poems of a similar nature, the poem is overjlﬁhg__- Eiw
and the point bclaﬁoured. Dobson was aware of the pdséibiiitx‘j"
‘éf this problem occuﬂing, as evidencedAin he¥rlines in "Addreés o

[

to a Letter" whére she states, "Well, I run on."

The.abdvé phrése wéll illustrates Dobsdﬁfs conéept ofv}.:. ’ ﬂ»?
‘time throughout her first Qolume;vwhich centreg‘on the idea of |
- chronological timé'inevitaﬁly running on. In tﬁis regardiit is'.“ 
very'similar to Slessor's use in "Five Belis"vwhereihe enﬁisagesj
"'"Time' . .-. as g'mercileﬁs. uncééging,viﬁpergohal fiow-."8
Ina moréfpositiVe vein, Doﬁsoﬁ, through'her'concefn Qith

*

the relationship bétwqeh é:t and life, tends towards a grdwingA;

belief in the continuity of life * that can at times be evidenced

through the artifacts of past ages. Tliese includej not only Visuél g f

art but also the stories and legends which have been passé& do#n

in both written and verbai fdrm. .Theklimitaiidns,of thésé értifaéfs

are.recogniéed, an example being in the pgem,»"TheAPortrait" (p;ls);
SC.A.Wilkes, Australian Literature: A Cbnséecfus, Foundatioﬁ o

for Australian.Literary Studies, Univ. College of Townsville,: 'fp :
Monograph No. 2 (Melbourne: Angus § Robertson, 1969), p.76. )
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which outlines the impossibility of the artist.capturing
perfection, for perfeetion cannot be absoiute; beingrsubjeot
to the processes of time and memory .

Therefore what is required is an imaginative recreation
of past events in order'to give them'reievance to thebpresent}
‘In her poem "The Fire" (p 7, Dobson combines the 1egend of thefmhga
Phoenlx with the story of Helen of Troy jmxtaposed with'thei;l.':"”J

N polarity conveyedAin;depicting the.momentary brilliance_of'the‘Lu
‘artist in contrast to destructron and death. In a clever

combination of "fire" and "desire" the poet creates an almost " SR

sensual rebirth of the phoenlx, which contrasts to the obJect1v1ty'fﬁéf¢,g;v

of the symbollsm of "flame" and "1nf1ame" noted in the poem "In
‘»a Convex errorﬂ',

A further example of the poet's recreation of past artifacts .
and events is seen in her poem, 'The Tempest" (p 9). . This:poem'i

also incorporates’ another concern in Dobson [ f1rst volume, that

is anhinquiring contemplation  of the unknown and mysterlous.

- The title of the poem relates back to]Shakespeare's play,i,p
The Iémpest, and the images used are from "Ariel's'Song,"‘Act 1,
Sc.ii, lines 397 to 403.% " A perusal of the poem and "Ariel's
Song" together shows immediately the extent to,ﬁhich Dobson has

_\v

", used Shakespeare;s symbols and images.

"The Tempest'' -

Washed by what waves to pearl, these eyes?
Changed to what coral these sea-strewn,
Sea shifted bones, once intimately

Held heart to heart, known, understood;

William Shakespeare, The Complete Works, ed. Alfred Harbageoﬁl
(Baltlmore Maryland: Penguln Rev1sed Edition, 1969), p.1378. ,
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Now fathom five,'remote, alone
Uncared for by the incurious sea?

Sailor, young man, is this not strange?

Sang the sea nymph to the second lieutenant == ¢ g '” g}af

And the wind blew back no answer. o R

"Ariel's Song"

Full fathom five thy father lies;

Of his bones are coral made;.

Those are pearls that were his eyes;

Nothing of him that doth fade

But doth suffer a sea-change ,
Into something rich and strange. P
Sea nymphs hourly ring his knell.

Zbobson's poetry ls about the mystery‘of the unknov»(n,.”th'e?I"t
feeling‘that.there‘is'always»something’mOre'to be found, and}afli )
'compulsiontto seek this awarenessi In using- "Ar1e1's Song” |
'Dobson is look1ng at the wonder of: the unknown but is also |
concerned with the paradox of 111us1on and real1ty Desprte the
delicate humour in the poet's action of turn1ng a character'from '
The Tempest. 1nto 3 second 11eutenant who 'is sung to by a sea nymph,

p
the poem tends to_have an over-anxious tone. It would appear to
be related to.the-pOet's anxiety to make her.jeaning clear, and

~ the uncertainty She, as a_young person, feels in regard to the

“

problems and dangers one can encounter during one's lifetime.

In the f1rst sectlon of "The Tempest" the - tran51t10nal
and undulat1ng nature of the sea, conveyed in the words_"washed"
and "waves," is followed by the "bones'" of presumably unknown sea -

victims being transmuted to ncoral."  The bones are then "strewn"

and "s1fted" until they are deep down and thus "remote' and "alone."f

~ Together these 1mages convey the 1dea of obscure and unknown

forces which are nearly always out of the.reach of one striving to-

e e o A el e
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find clarity in whatmlies beyond a recognisable point. The idea‘“
is an echo of the words»of Shakespeare's‘Ferdinand when}immediately j
following Ariells song he states: | | |
The d1tty does remember my drown'd father.
This is no mortal business,.nor no sound

That the earth owes. I hear it now above me.
' (Act 1, Sc.ii, lines 406-408) .

The firet line of ProSpero's-replyvto Ferdinand, "The
'frlnged curtains of th1ne eye advance," is used by Dobson g ' 'f
throughout her poem in the form of a pun on "sea". Shakespeare sjui
'metaphor and Dobson s emphasis on the vowels and 1nterna1 rhyme S
of "bones," "once,'" "known," "remote" and "alone" shapes_the
'_questioning'of the poem in_contrast-to the statement of "Ariel's
Song'. The questioning, of coorse, is”striving toyunderstandl.
the unfathomable; to unravel further the mystery of_the UnknOWn;"
to see'that which is.stated in "Ariel's‘Song" as "rich andbl .

strange."

That snch clarity of vision is not often the case is

outlined in the three lines forming the concluding stanza; The v i'f

W
V B

sailor as a. "youmg man" denotes. youth and as a ''second 11eutenant .
'.1nexper1ence.. The empha51s on the naval rating also represents f‘

an 1nst1tut10nalized figure. As such,the sailor is the tran51t1onal\
figure‘onithe surface oblivious to the wonderimoving aroundtand:
below him. He has not-yet learnt to meditate and qnestionAthe
vunknown, and so cannot hear the song‘or recogniée the.eristence'

of the sea nymph, th'ié a_creature.of legend and nwstery.;'The
implication is that he has many etorms,.or tembeSte,'to‘pass=
through before he will be‘able to recognise theisongﬂof mystery :“

and pass back an answer on the wind.
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Whenipobson'svpoem\is-set beside Shakespeare;s, one;
becomes awdfe,of inherent dénger hovering in the nnknonn‘eleméntsv
of»life.' The.use'in the first Stanza‘of_the pun on ”seaﬁ,
together with the coral imagé gives a visuaf image. of a coral
" reef with the t1p show1ng and much that is unseen: below. »Thns ‘

" the bones of the drowned the melancholy assonance of "strange "7.2:'
"sang” and "answer“ and the song of the sea nymph being also
heard as the luring song of the-sirens,‘fogethef with the h
blowing.wind, all blend to give warning ofnthe unseen dangefs
that might occur as one travels through life. Incidenfally,
Ithls 1mage relates back to "In a Convex M1rror" where Dobson

posits the 1dea of 1nnumerab1e anxieties and angulsh as largely -

remalnlng.hldden.

The tension caused'by'fhe final line, "And the wind“bleW".
back no—answen":pointsvto the.poet's_presupposition'that mjstery:?
is an‘inherent'narf of lining, and hope fully should prompt an
'imaginative response by those;nho wish to gain an Understandiné
of the‘diversity énd‘order within their lives.. It is |
" incomprehensible to Her‘that.people should go:through life.nithouth'v

L2

questioning its neaning.
"In "The Tempest," andAofher'of her poems of'a sinilen fypei.h
(e.g. "Foreshore" p.8); Dobson's link with one of’the eariie} |
Australian poets, Chrlstopher Brennan (1870 1932), becomes apparent..
Brennan, in much of his work, used sea 1magery as representlng the -
umknown which produced a restlessness that . led to medltatlon and
dream. »Frequently in Brennan's poetry‘the resultant meditation
and dream took fhe.form of concepts of alienation and the &isible':.

presence of evil. ' Similar concepts can be found in' Dobson's.
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nwindfell Apples" (p.18), through’her)observation that when the .
'naturel phenomena are.out of balance the result is evil and
oisharmony Dobson does not appear to be consclously following
Brennan's.lead. .She is, however, the first Australlan poet. 51nce
Brennan to produce a volume based‘on a phllosophlcal unlversal

mythology.

"Windfall Appies" can also be seen as an example of
Dobson's fourth concern, that is her search for order in a'wqud
of constantly changing values In her overt nse of Christran
imagery Dobson attempts to show a correlatlonvof the sp1r1tua1
and phy51ca1 sides of men as ep1tom151ng harmony Thus, in stanza
one, in a beautlfully descr1pt1ve image, she out11nes a vision of
perfect harmony through the use oé‘colour symbolism. The even1ng._
""folding into darkness" is media;lyllinked by “grasses" which
symbolise the connecting colour between 1ife and”death. This is
following by the galah whose alternating flashes of pink én& grey
imply the harmony ot spiritual and physical, with pink relating_

to resurrection and grey to the earth. - “

In stanza two the Juxtao051t10n of the v1sua1 and sensory
1magery conveys a tone of excess and 1mp11ed corruptlon The
"g10w1ng crimson" of the fallen apples, the_heav11y "hanging
branches," the smell sensed in the phrase "sweet cidery," and the
further meanlng of "Wlndfall" a11 convey this tone of excess,
whereas '"rot" and "shadow" imply the corruption that frequently
accompanies excess. The, third line in this stanza takes the
image a step further. " The apple is symbolic of temptation and
earthly desire, and thus the fallen rottlng apples, together w1th :'

the 1mp11cat10n of "Evil," are related to fallen man, man who has
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fallen from grace through succumbing to his desire to taste the apple:
The poem continue5~in the same vein with allusion to

crucifixion, resurrectlon and the "thorny" path to salvatlon. .

However, in the final stanza the persona in her musing on the

fallen‘apples recalls a.past.love. She recalls it in terms of f

the natural phenomena, w1th the 1mbalance of the many mornlng
frosts and "suns too hot and eager" 1nd1cat1ng excesses of hot and |
cold which resulted in an unstable relationship, and“again a state”

of disharmony. The'affair,was not saved and wae "shovelled to an‘,'

unquiet grave." The final line has a tone of uneasiness, a possible flf'

indication that the persona in her eagerness and desire to continue i .

the excitement of excesses was not willing to face and'overcome

t

‘obstacles in order to salvage her love. Thus it is eondemned‘to"

remain buried in limbo, an-. "unqniet",shadow of the past. . The poet

appears to f1nd that the biblical pathway to a sense of harmony 1s 1'3“

. no more certaln than any other mythologlcal avenue.

The uneasiness experienced by youth is-also/enmhasized in

’"Young Girl at a'Window"'(p.6), when the-eyeszﬁohrhey'from "graés”:’ut

.(youth) to "sheaves" (matur1ty) and f1na11y "snow" (death) out11nes

the 1nev1tab111ty of the normal Journey through life. It 15,;

however, the "chance assaults" that cause the feellngs of he51tancy,,

and; concomitantly, expectation experlenced by the young'when;

‘contemplating their future. The route'to,a_state of harmony, .

at this stage in the poet's work, remains unclear. Thi$ leads to-

~one of the notable features of Dobson's work; her intellectual

’perseverence in exploring the pdssibilities of overcoming problemsﬁd
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Thus in a later poem in this volume,:'"Picnic" (p.32), the .
: juxtaposition of adﬁlt.and childhood vision suggests one way

of recapturing past- feelings of harmony and applying them to

the present moment.

2.2 The Ship'ofiIce withiOther'Poéms: bevelopment of Time;'
In the ear1y>1940$ teievision had'not'arrimed inpAnstraiia
thus radio broadcasting was a major source ofACOmmunfcatiOn and. L
- ' : : ; ST
ventertainment. With the involvement of a large percentage of '
the population in a war some thousands of miles.away, listening Ti.‘f
vto'the daily news broadcast became a national pastime 'It‘was |
inevitable that this increased listening audlence would flow

over ‘into the general programmes, and. thlS in turn prompted

a helghtened 1nterest in creative wr1t1ng for rad1o : .r.‘e

The poets were not left behind'in this endeavour and
two of the most successful plays written in the form of verse
drama. spec1f1ca11y for radio were Douglas Stewart' s, Z%e F%re on -

the Snow (1941), and The Gbldbn Lover (1944)" In both these plays

Stewart 1s preoccupled w1th "the situation of the dreamer .who would e

11ve a 11fe of illusion, compelling reality to conform to his

vision."10

Both of Stewart's plays touthed on Rosemary Dobson s 1nterest
1n the problems of def1n1ng 111u51on and reality,- and in 1946 Dobson

- followed in the use of this medium with her award—W1nn1ng verse drama,

10Wilkes, Australian Literature: AiConspectus, p.103.
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The Ship of Toe.l1

"The Ship of Ice"12 is based on a nineteenth—century.true”
story of an Eng11sh schooner which was locked in an 1ce barrler .
in the Antartlc c1rc1e for thlrty seven years. When dlscovered
those on board were found to be in a perfect state of preservatlon
G A. W11kes in hlS 1ecture; "Some Trends 1n Australlan Verse,"' o
p051ts the ldea that in her dramat1zat10n of this 1nc1dent Dobson
uses,convent1ons that, by the,mld-fortles, had come tolbe |
recognised as distinguishing.featUres of the'dustralian,historical ;f
'narrative The dlfference from the more. usual narratlve form, |

W11kes clalmed 11es in the result that through "app1y1ng themselves

5 .

to h1stor1cal.themes, Australlan:poets have'produced narratlve '
poems whose interest:lies not in the action itself, but in what

" is expressed through the.action."13

Three features Wilkes noted in this method are the time
. ' : :

shift where the writer departs from the natural time scheme of
the events rélated, making considerable use of retrospect and

11John Thompson in wr1t1ng on broadcastlng in Australla RN
mentions, "Rosemary Dobgon's verse-play for radio, The Ship of Ice, ..
was awarded First Prize in the Poetry section of the Sydney Morming
Herald Literary Competition in 1946. It contains some fine poetry.
maintained at a consistent level, and it has been broadcast once or

'~ twice, but it is better on the printed page than on the air, where

(beacuse of the author's inexperience in radio) it sounds long-
winded and wordy." For the complete article see, John Thompson,
- "Broadcasting and Australian Literature '" in Literary Australia,
" eds. Clement Semmler and Derek Whitelock. (Melbourne Cheshlre,

1966), p. 105.

12As the text be1ng used 1is that of Rosemary Dobson, The
Ship of Ice with Other Poems (Sydney: Angus §& Robertson, 1948),"
further reference to the verse play will use quotation marks to
distinguish from the volume title. Page nos. only will be used B
when referring to poems. from thlS volume. : C

v 13G.A.Wilkes, Some Trends in Australtan Verse, The Commonwealth
Literary Fund Lecture 1956. (Canberra Un1vers1ty College 1956) p 12.

. o
[ .
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anticipation; a use of multiple points of_view mhichIsUpport

the time shifts because the overall succession of events does -
-not become clear untilvall_pointsrof riewhhave been heard,iand }'
thirdly, a.tendency‘to.emphasize the dramatic possibilities ofi'
the narrative‘action.14 | |

In her use of the first mentioned feature, the‘time shift,
~-Dobson sets out to.produce a convincing illusion of reality.
Time arrested is given as an 1mage of a sh1p Suspended in a bottle

of ice. The reader, or listener, is able to v1sua11ze this 1mage

while the story is enacted as a microscopic drama w1th the whole

- of the thirty-seven years condensed into this frozen block of Time.

The visual aspect of the continuing tableau of characters supportS'

the 1dea of the multlple point of view by acting as a series of

'stllls, each maklng a small contribution to the eventually

:completed'picture,

It can be seen that Dobson has now ‘taken her concept of Time:

a step further. She'no longer sees ‘it primarily/as'a driving,
relentless force, but is able to investigate the dramatlc
p0551b111t1es of a private sense of duration.: Throughout "The

'Ship of Ice" there is a contrast between movement and frozen

stillness, between warmth and cold, and between death and liying,v'

and it is only when réality takes over from illusion and dream.
‘that 'a resolution can be.obtained: _ o

, Finally, Death released them,
Death in the guise of discovery..

But playing at skittles at the end of the alley w1th Life -

Forgot her. errand. for forty years, then remembered

l4Wilkes, Some Trends in Australian»ﬁérse,bpp,lsflsl



. The names‘and'eddreSS, which was'vague,'beihg only
"A bottle of Time and Ice in the Southern Regions.' -

The ironic humour found in this resolution is also used .
‘in the first section'of.fhis volume in a series of dramafic'
dialogues under the title,'"The Devil and the Angel'" It appears ;j”-'ﬂ

that "The Devil and the Angel" series drew more attent1on to B

bDobson 's-work than did her earlier volume or her award wlnuihg:
radio drama. Dougias Stewart commented that, "Rosemary-Dobsohislfm;t‘R
 first notable achlevement ‘was an entertalnlng end 1mag1nat1ve 3
sequence of poems entltled "The Dev11 and the Angel."l5 L. J Blake,

when' including Dobson in hlS Australian Wroters, mentloned the ’fff;:uzﬁﬁ

!

serles‘as poems "that delight with deft structure and humour ofw--

the unreal."!®

~ Stuart Lee in a'more deteiled review claimed fhet theheeries’i;;‘

~pointed to a new-development in Dobson's"work in hér,asé of.ﬁ}heHJ o
conceit that 1ife in;a peinfing is a kind of pufgatory; é stagei{{*f‘“fJ
of suspended animafioh between life and death which-sefves:fori

thinking abouf Heouen and Hel1."17 LeeuuSes;the second poeu iﬁ:‘h

} . _ _ e L o , ,

the series, "The'Dutch Tavern Portrait" (p.4),.es en‘exampie'bfﬁf
/_hthe'notioh of a iiving'ﬁeath ~ In this poem the'eubject of the ﬁvlu'377é‘
portralt is descrlbed as caught between the "floor and ce111ng;v ;fiﬁ
Heaven and Hell" and as hav1ng for\"Hundreds of years" been "Prlsoned
.more_surely than ‘a courthouse drunkard," | . .

15Douglas Stewart, '""Contemporary Australian Poetry," in An.
Introduction to Australoan Literature, ed. C.D. Nara51mha1ah (1964
Aust. edn. Brisbane: Jacaranda Press, 1965), p.62.
16L.J;Blake, Australian Writers (Adelaide: Rigby, 1968) p 227.j_

17stuart Lee, "Roeemary Dobson," Quadrant 9, No.4 (1965), 58?,.,u
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The idea, the same as in one of the poens in the- second
section of'the_book_'"Still Life" (p 19), and "The Sh1p of Ice"
(pp.35—49),'is that art can restrain or,freeze_Time. .Thls; 1np;:'
turn, leads to a contemplation of the 1nherent p0551b111t1es B
related to:the selection of an-event,or artifact.‘ Thus 1n "The
Devil and the'Angel",the interrupted method of_time,shift is ,f
used by Dobson to show the complexity of life. No longer,vas in.t
‘her first volume, does she feel confused about the selection of :f:
artifacts or events, for. the poet now reallzes that it is one's |
reaction not action 1tself that g1ves duration to Time »horff
example the subject of "The Dutch Tavern Portrait" can 1gnore
the Angel's remonstratlng that "Time gave you knowledge surely,;i-
511ence, wisdom / To. choose that path you travel in the future ".."
~ Instead of learning»from his hundreds of years of purgatory;.asgonei;;”

would expect the subJect takes the alternative p0551b111ty and

completes hlS arrested action of drinking from the flagon. He is 1@.;"

last seen, much tovthe Angel's disgust, Carousing with the DeVil.

Dobson's curiosity about the unknown and mysterious remains'xf'“ ‘

>

umahated ‘and the 1ron1c'reconstruct10n of what might have caused

the longev1ty of Methuselah (p 10), or the intimation of "k1ndred
souls" in "An Interlude" (r.7), where Dev11 and Angel meet wh11e ;wb
‘both "in a pose of sad soliloquy," explores these p0551b111t1es..ﬁ
At :the same time these poems show a development of the strain of
ironic humour, hinted at in her first volume in, for example,
f”The'Fishermen-and the'Moon".and maintained throughout..

her’later work.

| In the second section of The Shtp of Ice there is a collectlon

of poems under'the_headlng "Chance Metﬂ' These poems touch on many |

e
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\different subjects, while reta1n1ng the concerns of Dobson s
earlier work; The most 1nterest1ng feature ‘of this section is

that it explicitly deflnes Dobson ' s’range of 1nterests_and ambltion,
.+ It is almost a statement of intent which itself predicts the path>

the poet is to take.

" The traveller motif has been noted in»Dobson‘s first volume
but in this section of her seeond bookvthe motif surfaees in one1
way or another in eVety poem. The final foor lines in "'The Daneing»
Ships" (p.30) should be sufficient toque clear the overrtding-
ambition at this stage of the poet's career:

.'Without the Heads there lie
~Unvisited seas, those wind-delighted wastes, -

The Mare Incognitum of my 1life, o
And all's to see and know that's yet unknown ' I

Thtoughout'this'section there is a great zést for 1iying,fv

;’exploring aho searching for the boundaries of.possibi1ities;
For example,. in the first poem, "A Fine Thihg",(p.17), there is
a delightful description 6f manfmade objects,,hut as suchotheirhi"
range is limited. This concept is.also seen iﬁothé previoush. |
section in "The Scarezrow“ (p.5), where the Devil and‘Ahgel'are"
both seen creep1n§ away upon rea11z1ng that the scarecrow cannot.
make-elther the tr1p to Heaven or Hell. In the title poem of thls‘;
" section, "Chance Met" (p. 18), the arrlval of mornlng opens up the. .
.p0551b111t1es of each day | The follow1ng poem, "St111 L1fe" (p 19),t
gives pause. and nourishment to the traveller in Time and, as.James.
McAuley has pointed.out.in his.pereeptive~aha1ysis of the poeﬁ,y
"Still Life" is an,excelleht example of Dobson's ability to perfect
the shape of a'ﬁoem in verbal'space.?l8 | | .

18James McAuley, "The Poetry of Rosemary Dobson," A L. S.'o,
No. 1 (1973), 3-6. ,
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In "Wonder'" (p.20), Dobson starts with the Van Eyck pa1nt1ng k
previously used in "In a Convex Mirror" and continues’ through
stages of exploratlon and wonder until her final 11nes

Wonder is lastly f1nd1ng the Pole, with only
Amazement flower1ng in a waste of Snow .

"In "Palnter of Antwerp" (p. 21) the poss1b111t1es of belng dazzled

by too much that is new arelooked at, and this is followed by L

. "Traveller's Tale" (p.22), a good example of the use of dramatic'iviﬁ':k B

. l

monologue, which in describing the fancifully;illustrated maps ofi“?a;*.y

3

a past era shows.-only too well how confused the traveller may‘become;

The follow1ng poem,."Famlly Progress" (pp 24 25), 1s,.“\
J.F. Burrows c1a1ms,._ . "Rosemary Dobson S f1rst serious venture

“into the Australian past."lgi Actually,it would appear that the.I

-poem tends to be a more serious look at the p0551b1e obstacles'
to the evolutlonary tr1p of any fam11y The only 1nd1cat10n
that the famlly in the poem is Australlan is in ment1on of the

: well used Australian motlfs of "crows" and "paddocks" that are

W
i
v
3
i

- found in the final two 11nes It would seem, apart troml'
d1ncorporat1ng an Australlan background that be1ng Australlan 1s"ﬁtf‘".m
purely incidental to the poem. o E
. What is of importance‘is'the.metaphor of the wavefing;‘__-'t

' track for the hesitant and shaky pathway through 11fe For;some'”.
the obstacles become too much, thus "James" falls by the way i
Addltlonally, in’ her use of stock characters such as W1111am,
Cous1n~Rose, Batty Tom and Dot (all names prev1ously»found,1n

literature, especially nineteenth-century literature), DObSQU'iS;."“5

" emphasizing the:continuity of the universal human problem of 'findin'g:_-j!':l:'i

195.F. Burrows, "Rosemary Dobson's Sense of the Past " Southerly

30, No.3 (1970), 171. ; SR _ _1.p_.ﬂv

t L . B L l R
: .o ) . R R




sooa stralght path thrOugh 11fe The’tendency towards melodramah
in this poem enhances the poet S att1tude towards the mu1t1-t/
faceted nature of existence.
A variation of the diverse nature of human.eristence is o
noted in the.poem "Country Press'" (pp 26*27), which shows'notdb
'only the poet's interest in typography, but also explores the. vifﬁ ;?;?f
'umpredlctable results of a serious 1ntent . In thlS case the . | |
"result'" is a humorous jumble of news, notices,~births, deathsig

and marriages, .that. is often a feature of country newspapers. .

“This poem’differs_slightly in the poet's use.of_humour,:for'rt"
is‘a straightforward~humour of:delrght in~things giren,'ratheri”i?
vthan.ironic humour. Ironic humour'takes'oVer again, honever,.nhen'*j'lavrf
“the paradox1ca1 is looked at in "Monumental Mason” (p 28), in ’h'
such 11nes as "an hour glass - for Etern1ty“ andcthe 1dea of

"everlastlng dalsres"irendered in stone.

, A11 these poems, once agaln, are- concerned with memory, '?a,’
the selectlon of detalls ‘recorded for posterlty, and movement p
w1th1n T1me. Ultimately it w0u1d appear the: poet is c1a1m1ng ‘pi}vﬁi

>

that it is left to the artlst to select her own TlHB and detalls T
for recordlng Thus in the f1na1 poem of Sect1on two, "Everyman if
His Own Sculptor" (p. 32) the poet descr1bes the tools that she

| \‘,W111 setvforth with to,

- take
What 11fe can g1ve - what I can make.

2.3 Child With a Cockatoo: Poems of‘Experience.h '

By the time Chzéd With a. Coakatoo was publlshed in 1955

Rosemary Dobson had taken “two 1mportant steps in her 11fe, both
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of which influenced her poetry. In'1§48 she trayelled to'England v;f,i;'
.,and;aithough she does mention "it probably masn‘t a very gbdd‘ |
time to go,"20 the experience of f1rst hand viewing of many of
the pa1nt1ngs which had always had a keen fasc1nat10n for her A
prompted upon her return a series of pa1nt1ng poems The
other event to take place was her marriage and the subsequent
birth of two ch11dren which resulted 1n some of the poems that “z: o
Aappear in section three of thls volume. These partlcular poens.i:;,'¢ 3

foreshadow a preoccupatlon in-some of her later poems w1th

'involvementvin the birth and growth of ch11dren. | | S ,if§]¢‘m_j-”

Child With a Cbckatoo is pr1nted in three sections. The. -ff,f:;hﬂ'
.f1rst section, the only one W1th a title, is comprlsed of f1fteen o
"Poems from Palntlngs " The second sectlon ofA51xteen poems
“deals more broadly with other art forms, and the flnal elght.
poems_in Section three 1ook'more directly at un1versa1 human‘>

experience.zl

It has been noted before and.must be stated again'that o '527

| not a11 the poems in ”Poems from Paintings" are based on actual B

palntlngs Many of the poems are based'on 1mag1ned pa1nt1ngs,:
while others merely take a partlcular aspect of a pa1nt1ng as

a focal p01nt Other 1nf1uences on these poems have been noted

an example being the first in the,volume, "The Raising of the -

20Rosemary Dobson Tape No. 365, recorded 25 March 1969
held at 'the National L1brary, Canberra . -

- 21For a 51m11ar c1a551f1cat10n see Stuart Lee, “Rosemary
Dobson," Quadrant 9, No.4 (1965), 56 62.

22See A.D. Hope, "Rosemary Dobson: a Portralt in a error,._ O
Quadnant 16, No.4 (1972), 10. _ , . L
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Dead." (p.3). This poem, Dobson points out, owes sometning to
~both a minor painting of the Sienese School, (di Pietro, "S.
Bernadino resuscitates a dead child'"'), and Robert Browning's,

23

"An Epistle from Karshish." What‘appears to be of importance.

are the various interpretations of received experiences.

JamestcAuley_in his introdnction to his section on’
Rosenary Dobson in A Map of Australian Verse uses "The Raising
of the‘Dead" to illustrate the diversity.of meaning so often
found in Dobson's work. He’concludes} "above all, tne pietUre
is an 1mage of eternlty its reality is stilled into an’endiesé e
Now; it acts-and 11ves and is, bpt timelessly, withoutlsueceseion....jV'

or motion; and in the stilied instant outside time our world is

transfigured, transformed by art."24

' Dobson has f1na11y arrived at the conclusion that T1me can
be conquered by Art but as Dav1d Campbell noted soon after ‘the - r;:
: pub11cat10n of Child With a Cbckatoo, Mit took much thought and ';
art before she was able to dlsmlss T1me so confldently n25 And
as Campbell points:out her latest developmenr:;s explicit;y
statedvin.the'final four“lines of'"Paintingsﬁ tp.4), where sne»wrifes:
"What is Time | |
Slnce Art has conquered it? I speak -

Five hundred years ago. You hear.
My words beat still upon your ear."

235ee introduction to Rosemary Dobson, Selected Poems,

Australian Poets Series (Sydney: Angus & Robertson, 1963), pp. vii-viii, ..

also "Poetry in Austra11a Rosemary Dobson,'" transcript of interview
with John Thompson in Southerly 28 No.3 (1968),. 205.

24James McAuley, A Mhp of Australian Verse (Melbourne
Oxford University Press, 1975), pp.249-50.

25pavid Campbell, "Time and the Mirror," Sbutherly 17,
No.1 (1956), 42. : | :



57

Her private sense of duration can now include a universal
sense of duration if one allows her communion with the past to
“have relevance to the actuality of the present. But it is not

oﬁly the present that is illumihated, for a vision of the futuré"
can be discerned through meditation on the hdrrétive'stru;ture 6f _
many of the old paintings. This allows a multiplicity of vision '~
which is demonstrated in '""Two Visions" (p.16), when in the last’
stanza -the painter is heard to say to St. Anthony:
"Well, dream yqur'dreams,vSéint Anthony,
We have our 'visions, you and I,
And who can' say where Truth may be -
In holy dreams, or in my paint .

Which shows the wonder and the saint -
Since both can pierce beyond the sky."

Another aspect tolbéinoted'in‘"Poeﬁs from Paintings'
is a,néw>emotiopai depth that ﬁltimétely is a concemn forfthé..'
quality of life. This;concernlcontinues throughdut Dobson'sbwdrk..
and parallels David Cémpbeli'é quest for»qndufingland'positiveAv' f
values. . ) A . ' -
There is, however, a contradiction iﬁ quson's "Poems from
Paintings," as the Edropc Dobson saw in i948v;as still_épffering .

from the devastation and aftermath of World War II, but in ‘none

of these poems is there aﬁy direct mention of this phenoménon.
Insﬁead Dobson writes poems such as "The Bystander" (pTS), whéfeil,'
the "silly soﬁl" or "dullard dreamiﬂg"'nop only misses the action’
around him but fails to combfehendvit, or ;, "The Martyrdom of
Saint’Sebastian" (p.7),vwhere the viewers, iﬁtént'on praiging the |
technicél~ekee11ence of ‘the painting, fail to éompxehend the story
of'suffering'related in ‘the squect matter. A more humane instance

is found in "Detail from an ‘Annunc¢iation by Criveili" (p.6)ﬂwhere

1
1
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the child, half concealed, watches the painter bring to life”
a vision of the annunc1at10n but no-one w111 belleve that she _

had viewed this m1rac1e, despite the ev1dence within the p1cture.

It would be incorrect to assume that a poet of Dobson s'
proven sen51t1v1ty would ignore the ravages of war, and a close
Areadlng ‘of this. sectlonidoes reveal a probable answer. ‘Her
concentratlon on the surv1va1 of many of the 01d Masters, varlous L‘5
' other'artlfacts, ‘and hlsterlcal buildings. (the latter two seen
in- Sections two and three) ‘'is again a conflrmatlon of her
" belief in the use of p051t1ve values of- the past to 1nform thed
present and future. Again this parallels_Campbell's similar_
.cenvictien at thisitime, and-is'indicative'ef-the cénservative
hopefulness and isolation of the early ‘fifties when it was

generally be11eved in Austra11a that World War II was the f1na1 i

war.

Dobson appears'to‘be suggesting an awareness of the landmarks'
and. st111 centres that one can w1thdraw to as a way of overcomlng

.so much destructlon. In "Landscape in Italy"’(p 13) she . wrltes
But Art, more .durable than thought
Between évent and memory.
Has interposed her.coloured chart
To show 'in perpetulty ¥

Thus in an eluc1dat10n of the gracefulness and seren1ty that the . N
contemplatlon of art can br1ng she 1mpl1es an’ 1dy111c moment iﬁj-d
"the f1na1 lines. of "Landscape in. Italy,"

. ; . but _.five steps from where we lay .

‘Drow51ng upon the short, cropped grass

Lightly, with all her spr1ngt1me flowers,
-.Did Botticelli's Flora pass.

But however positive and hopeful one can be, the vision of



the future can only'be hiuted at, and Dobson's awareness of‘this"”

on sexualvrole playlng. Dobson herself states that she would
Trather be judged as a poet + » o than as a poetess"26 and overall

. she has, as Jennifer Strauss clalms, "ach1eved’a measure of the _

- i

is noted in the title poem, "Child. W1th a Cockatoo" (pp. 18 19) . :?
Here the-truth 1s_V1ewed 1n,retrospect, for although the "sulphur-»:h
crested bird""held the secret of a new land, no one wondered
ehough,.thus;thepbird remained: | o

a sign unread,

A d1sregarded prologue to an age. . { P S

In the early poems of Sect1on I1 of ChtZd With a Cockatoo-it,vg-':'“'

there .is an uneasiness wh1ch subconsciously tends to concentrate_ _ P

in A Room of One's Oun. "27 Nevertheless, dur1ng the perlod of the ‘{;faﬁ'

St

.androgyny wh1ch V1rg1n1a Woolf set up as an art15t1c de51deratum p'itfﬂi

early f1ft1es, whenvone can assume these poems were wr1tten, 1t»does"f:1{'

‘the least satlsfactory of Dobson S poems 28. Pr1mar11y it is poems

with the empha51s on the poet as ’‘creator 11ke ”The Alphabet" (p 23){.

_seem there was: some tenS1on in role playlng which causes these to beiﬂﬁ""

"Ampersand" (p. 25) =and "The M1ssa1" (p 27), wh1ch, although show1ng ,1ifﬁw

26Thompson, Sbutherly 28, 207

27Jennlfer Strauss, ''The Poetry of Dobson Harwood & erght
'Within the Bounds .of Feminine Sen51b111ty'7"‘ M@angtn 38 No 3
(Sept. 1979), 338. ' o

28The tension noted in these poems appears to be the ‘early

- Dobson's interest in typography and. belng enJoyable for the1r humour,ff‘

" are lacking depth, and are theuclosest Dobson’comes to Vtub-thumplng :

stirrings of conflict felt in the. poet s loyalty to her:young fam11y;w

versus the need to write. The vary1ng aspects of role division is -
written about more fully in Dobson s, fOllOWlng volume, Cock Crow.
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about anything. . This gives to these'poems a stridency that o
- clashes with Dobson‘s usual classical restraint.

Such restraint. does impose its own problems in masking
a passionate note and level of deep involvement. As a consequenCe'rf-'
the strength of feeling that 1nforms so much of Dobson s work has'

sometimes gone unrecognlsed. Thls lack of perceptlon appears to

. be the basiSsofﬁcriticism;by Patr1c1a»Exce11 when

e kR S

_she writes,_”In the poetic world of kosemary Dobson.neitherllove‘ﬂ

' nor'empathy'would'seem to have a place, and this constitutes thea"y;fﬂi'

gravest cr1t1c1sm of her work. n29 Excell cites the f1na1 ‘two
11nes of "On a Tapestry" (p 28) as an 1nd1catlon that Dobson,
herself recognlsed thls lack It would appear'hOWeyer'that'

: Excell mlssed the p01nt of the poem, for 1f the final three‘

¢

’11nes are quoted the meaning of the poem is made manlfest Thus,,oj.fsiy‘

when in the poem the lady of the tapestry c1a1ms, "1n 10v1ng

is my sum of happ1ness," the poet ] reply, "Oh all the sadness "h_t
in the world-" I cried '/ Who loved not whether loved or: unbeloved "
;15 0bV10u51Y a’C§nsure of’the narrowness of-one whoselllfe 15,_["

; ;dedicated to a "grand passion"} ThlS is stated more d1rect1y
earller in the poem when the poet comments on the 1ady s "dlsregarded

riches of her life."

That'Dobson can by this time experience and convey a gréat*f,«;'
depth of feellng is noted 1n’"Azay le Rldeau" (p.29).. " Full of
music ‘and colour, this poem conveys ‘a sense of deeply felt gratltude

for the opportunity to see and experlence the preserved beauty of

29%atricia Excell, "The Poetry of‘Rosemary Dobson," Mbdnjihl:,;f,
X, No.4 (1951), 375. : . ' '
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‘ a,paet age. It is an experi%nce of-renewel andhextends.the
- poet's tote} comprehension‘of that which hed'previouéiy been f-b>'-i
‘viewed .only on'cenvas or in A‘Book.of'Houre. It therefore"
becomes the epltome of art defeatlng T1me for as. the poet steted
"This fabled. grace gives back its youth to Age.",v K ; ' 't;ﬁ hi%ih:f-
»There isialso a degree of cohpésssion,»but nore'importentiy, BRI
a recognition‘of human dignity.in "The Convereationdh(ptsg);h fhe
,bconplete harmony'hetween the ohiidfand'the mute oid:maoman_is_:o'.
realiZed through both having a fiexible imaginntion; ,As/theoﬁéémf
is written from'the point of view-of’the adult it'has efsinilaritfhf*;”

' w1th "P1cn1c" from In a Cbnvex Mirror, where it was prev1ously

noted that the Juxtap051tlon of adult -and ch11dhood v1s1on suggestsijﬂ

[ S ~

one way of recapturlng_past~fee11ngsiof harmony and applying.them{

© to the preSent moment. 'Thué—the poet is able'to'finish Section fWo§3
on a more assured and p051t1ve note which helps to dlspel the unease ’“5 R

created by the ear11er poems from thls sectlon.

Section'III of Child With a'Cbokatoo introduces a -new f_g;“nt!h"”f

development in Dobson's work. There is a strong emphasis on
; : ! nere 51S on

water‘symbolisn in varieus forms; coupled with,avnew_fluiditr'in‘fifh§ ?:Q¥
thought. Resuitantly, there is some'ambivelencewinﬁthe eérlyl B
poemé in this section. Meny hove a tragichundertone which'reletesgk
to humen iinitatione,vbut;aleo contarn what'could be termed af
'"symbolic mistiness."- Thls contrrbutes to a generallty ofbmeenlng
| wh1ch hns been noted before’ 1n Dobson s poems. An example can be
seen in the f1rst poem, "The Lost" (p.43), where the subJect can be

explalned as regret for.a ch11d lost before blrth, or, alternatlvely, .

could be read as a long1ng for the persona s own ch11dhood .

'
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concurrent with a rebirth of childhood vision.
The final three poems in thls sectlon set out more d1rect1y o
the motifs Dobson is to develop in her later work. In "Dew, _ A

Frost, and Snow" (p 48), the juxtaposition of sp1r1tua1 111um1nat10n7

with terrestrial existence emphasizes the purity and perfection,

that can be found in natural elements, revealing them as a;sonrce

of wonder to an earthbound existence.

In the next poen, "The Birth" (p.49), the wonder.related‘A : j
to:eonception, gestation,'end birth, is relterated in a comb1nat10n;‘
 of numerical symbolism ano naturai growth Un11ke the- dew, frost
'and'snow of'tne previous poem-“Thet.knows no hard and b1tter_
birth," tnis time the birth ié root-bound rn human experience where:?'

Sharp are the pains, and long the way o e C

Down, down into. the depths of night
Where one goes for another's sake.

‘The poem is.divided into three'étanzas,_the‘first Qenoting-v‘j
conception, the second gestation, and the final,stanza,-birthu
However, the crux of the poem can be found in the'final line,'"I

" speak as of a mystery " Concurrent with the progre551on of the

[

theme 1s a movement from dark to llght, from celestial to terrestrlal;»x47

together w1th a contrast between phy51ca1 reallty and temporal

'

abstractlon.

There is a subtle linking.of symbolism throughout the poen.
In the firstvstanza the eymboliem of the wreath;ylike’that‘of the'
garland,»denotes bonde. Coupled with '"snow" it presumably indicateé
human bonds, thus mortal. The bond.in this poem~_'represents the
act of procreatlon, ‘while, at the same tlme the dualism of the

flowers reminds one of the concept of death in order to give 11fe
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This finite element of humanity is reinforced in the‘following
lines when the flowers in bloom indicate ephemeral beauty. - _ "'f

In Dobson s earlier work the dual nature of mortallty.1s ;’
empha51zed at tlmes, by over- contrast .31 By the tlme "The Blrth" f/'
was written Dobson was able to express her philosophy of continuity».‘
in metaphy51ca1 terms. Thus the ﬁtree" in'line three is again o
fdepdcted as-a dual symbol the tree of life .and tree of knowledge.
It therefore contalns in it the essence of human experlence. It
is seen as being. "rooted in the dark" though it "draws from dew
its breath of light." -The 51mile that follows,where.the tree is | é?
11kened to the "glltterlng branch of starsﬂ's1gn1f1es the soul
'uniting spirit w1th matter. It thus becomes here a symbol of h
.guidanee andegrowth. It moves into the ;rght,land at the.same
time,. movés fromfa state'of'dormancy-to_a state of activity.

In the second stanza, number "eight" is symbol1c of
regeneratlon This symbol runs parallel to the cyclic 1magery of
ritual death,and reblrth_eV1dent 1nvthe idea of a descent into
darkness for someone else's sake, which recails such myths-aS“.

e > . o

Orpheus andAEurydice,_gr'the crucifixion. "Eight'" is also an
'anbiwalent-number; being'an intermediate form between the’equere;“
which repreeents terrestriai order; and the circle, which repreSents
eternel order; B | N | |
In the final'stenze.the branch:ie broken, the'movement-has
_been mdde towards becominnghbl;yuhuman_‘ Thusothe;rose, a symholfh

of consummate achievement and human love; flowers fully. The l

31Burrows, Southerly 30, 170.



"mystery" itself lies' in the revelation\of experiences which

are at once sp1r1tua1 and earthly The regenerative nature ofjvr.‘yf

birth and dua11ty of 11fe aredellcately expressed by Dobson.
" At the same time she gives ‘to this poem a legendary quallty
through her use of myths and stories Wthh hold in themselves

symbols central to the human experlence.

In her final poen, "The Birth' (II)," dedicated to
"A;L.B." (p.SO), sea imagery-as the source_of all'life dominetes.
| The.poemf whichhis‘eoncerned with the loss of a child‘at birth,
has an air of poignencv'end bleakness which is dispelled only’

‘

by a balancing of spiritual growth against mortal despair.l-f”

In reversing the.opening phrase, "Unknown never to be.pi
known," to the- 11ne in the thlrdstanza, "Unknown yet always .
to be known," the persona is able to draw on her br1ef knowledge -
‘of the’ ch11d whlch in 1tse1f can be- sustalned as an eternal
memory. It is a note of conflrmatlon in a perlod of grlef a
_restrained) pellucid Statement drlven by an underlylng emotlonal'
force, which is\emphasized in the measured beat’of the'first‘two_;
stanZas._ In;the'finalitwpvstanzas.the poem takes on a quieter B

' note, descending to a tone‘ofvacceptance.

4

This final‘poem in Cnhild With a'Cbckatbo appeers yet again R

to\show Dobson's recept1v1ty to. the p0551b111t1es 1nherent in any:y
_experlencei ThlS tlme, however, the poet s fully mature v151on
. makes the poem a-umlversal statement readlly ecces51b1e to all

readers. »Additionally; it dismisses eny oonbts about Dohson's-v

empathetic sensibilityh.-



CHAPTER THREE - o~
THE MIDDLE YEARS

For both Rosemary Dobson and David Campbell the 1960s
was an era of consolldat1on and a perlod when both fully establlshedj :.

\

the1r reputations as;promlnent Australlan poets,
"'During tﬁié'decade Both poefs were ‘included in tﬁe Aus£}a1i?nT.1»
.Artists-and Poets béokiets (Adélaide:‘Aﬁstralian Léftérs);'and Bofhw
"had a cumulative“vbiume of SeZécted'Poems‘pﬁblished 1Dob§6n in~'
the Australlan Poets Serles (Angus & Robertson) in 1963, and
'-Campbell in 1968 |
; »Iﬁ 1964 David Campbel% was appointed P&etry Editor for .
The AQStnaZian énd Qitﬁ Literary Editor, R.F.Brissendén,' |
"establishéd a policy of régularly,publishing ﬁoetry in order -
to bring it before a wider, neWspapef reédership."l Rosemary
Dobson, in'aﬁ addre;s ts the English Teacﬁe}g‘ Assoéiafion
Conféreﬂce-in July; 1964; also worked at fufthering:thelcause
of poetry invsfressing."fhe'importance of acqﬁainting qhildren

with the work of contemporary poets.'"?

1Peter’Ward "The. Man. from Monaro," The Weekend: Austnaltan
Magazine, Aug 4-5, 1979, p.2. :

2Rosemary ‘Dobson, "Modern Australian Poetry - A Personal

View," Proc. of English Teachers' Assoc. Conference, July, 1964,
in The Ibachzng of Englzsh No.5 (October 1964), p. 6 :

D= 65 -
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Both edited anthologies during this period. Dobson, in
support of her previously;stated’view, edited an anthoiogydof -
Australian poetry for children between’the ages of nine and.ﬁ
fourteen, called‘Song fbr all Seasons (published Angus and’
Robertson, 1967, reprlnted 1971), wh11e Campbell edited
Australian Poetry 1966 (Angus and Robertson) and a substant1a1
volume entitled Mbdérn Australian Poetry, published by Sun 4_. VLLG'}'

Books in 1970. Also in 1970, Campbell recelved the _Henry Lawson

Australian Arts Award.

In this decade-Dobson'became the first Australianvpoetﬁ
to have a collectlon of poems translated 1nto French This wass
done by the Swiss poet Louls Dautheuil, and a Viennese Doctor
"of L1terature who was 11v1ng in Sydney, Margaret Dlesendorf,
viThe'volume was published under the title, L'Enfh.f du.cdoatoee;
in the "Autor du monde" series published hylseghers in.Paris:ln 1967.T

In 1966 Dobson with her family, moved to England where ,y;
she was to spend a per1od of five years Durlng this t1me'she -
worked on her ed1t1on of the Poets on Record Serles Wthh was'-
'produced by the Un1vers1ty of Queensland Press in 1970 Also
| dur1ng her stay in Engl;nd Dobson turned to prose and wrote a :
~monograph on the work of Australian artist, Ray Crooke, entltled
. Focus on Ray Crooke. This was_publlshed by the Un1vers1ty of -

'Queensland-Press in 1971,

At a much ear11er perlod at the end of the 1950s, Dav1d
- Campbell had also turned to a new genre “and publlshed hls f1rst

| _series of short stor1es Evenzng Uﬂder Lamplzght (1959) These

stories were later 1pc1uded in Flame and Shadhw,‘a volume of»

selected stories published in 1976.
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Evening Under Lampltght is a 11ve1y evocation of images of
the’past, relat1ng_1n prose the concerns ‘that - informed Campbell'
first two volumes of poetry. ‘One important'aspect to be seen in
Campbell's use of prose is hlS development of 1anguage in extendlng
' hlS visual surrealism towards.a 11terary surrea11sm. As Robin
Wallace-Crabbe noted, '"it was not only the landscape that held
t"his‘attention. " He observed people.and had a fine ear for .
conversations, for the meaning of words and their tenuous link:

with action."® = - - o - j R o

3.1 >David Campbell; Poems:. The Pastoral Tradition.
The linking of*language and visual stimuli fully culminatesv;
:; in Campbell's th1rd Volume of poetry, which is s1mp1y entitled }-.?
.Pbems, and was publlshed in 1962. "In a brlef summary of Poems,__:’J
V'V1v1an Sm1th comments that the book exemp11f1es, "or1g1na11ty of.
observation and prec151on of 1mage "4 'Sm1th went on to concludq
© in a statement on Campbell's development that "HIS later landscapes
are no longer 1nhab1ted by the creatures of Australlan trad1t10n -
. and tale they . are landscapes of the mind, places of sol1tude for
communion and-awareness._"5 | |
Smith'S'latter'statement needs somelqualificatlon for there;
'are many examples in this: volume of magples, ‘crows, stockmen r1d1ng

by, and as Paul Hasluck po1nts out,such a poem as Campbell s "Pa111d

- 3Robin Wallace- Crabbe, "Dav1d Campbell An Apprec1at1on,
Overland 79 (1980}, 55. .

4V1v1an Smlth "The Poetry of Dav1d Campbell " Southerly 25,
No.3 (1965), 196.

5Smith, p.197.
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.Cuckoo"*(p.lS)6 "adds a new value to an accustomed sound;".? -
Hasluck emphasizes the regional nature of the poem when he
asks:

@ﬂould the Engl1sh poet grasp the meaning

unless he had heard the pallid cuckoo on a ’

still morning in the Monaro or unless .. RS .

someone had explained to him that the, ' . o

call of the bird is in five notes rising R ' '

in the scale like the sound of water be1ng
poured 1nto long bottles?

‘What emerges from Campbell's book is the poet E development
‘in 1nternal1z1ng his phy51cal 1mages "1nto a clear harmon1ous o

and del1beratelyvc1rcumscr1bed 1and of the 1mag1nat10n."? _}i

Nowhere is thlS synthes1z1ng element in Campbell's work

. more apparent than in the f1rst section of Poems 3 Th1s sectlon,ng

comprlsed of a sequence of twelve poems under the t1t1e "Cocky siir»j;i”

Calendar," is a collect1on of contemplat1ve 1yr1c verse centred ”ff;ffﬂgfg
, L

around observatlons of the natural landscape It is, a landscapeﬁ"'

1nhab1ted by the flora .and fauna of Campbell's rural reglon butw o

\

it is a landscape that becomes ‘a.microcosm of the creatlve m1nd

~ and world of man. .
s N a0

The title of this sequence immediately directs'one'siattention:ﬁi-"

e

_ 6Unless otherwise stated all poems in this section are from fd }':,
David Campbell Poems (Sydney: Edwards § Shaw, 1962). Page numbersvf o
only will be used when referr1ng .to poems from thlS volume ' :

%aul Hasluck, The Poet in Australza A Discursive Essay
(Melbourne Hawthorne Press, 1978), p 59.

8Has1uck, p-60.

9Chris Wallace-Crabbe, Melbourne or the Bush: Essaya'on
Australian Literature and Society,. Perspectives in Australian
L1terature (Sydney Angus § Robertson, 1974), p 137. ' :
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to the Pastoral tradition, and Campbell's elegantly formal
language, feminiscent of the Elizabethan period, specifically
directs one to Spehser's'pastoral’eclogue;-Tﬁe Ehepheardes
Calender. Spenser's concentration on following Chaucer in
aiming at a purer but colloquial use of the English lenguaget
led his Shepheardes Calender to be described as "a genuine |
attempt at a d1ct10n not more elaborate, but purer, 51mp1er,' pii}
more English than,the 11terary language current 1@ hlS day. "10 L

y N " ‘. o‘ - - -
At the same time his experimentatlon in metrical variety in

The Shepheardes CuZendbr is on the one hand innovative, L  ‘-’ 'I"'

having no precedent in the pastoral tradltlon while om: the
other hand it takes as a.starting point traditional models of )
an eeflier age, especially the models used and developed bye
eChagcer: In The Shepheardes‘cblendbr Spenser deveidpé fhesei
ﬁfaditional models to_ekplofe the capabili;y of his nafiVe
' language for expressing'a pdetic.ideallwhile at the seﬁe-fimef:
using simplified iﬁages to give an immediacy to fhene.

Thus Heleﬂ Cooper in her wo;k’on fhe~§est0ra1 is ableeto
afgueicenvineingly that; - |

. Renalssance pastoral is made up of the merglng
.of two main streams, which had intermingled
occa51ona11y from as early as the thirteenth
century: . . . the Latin eclogue tradition;
and the entirely independent tradition of
vernacular pastoral . .-. . The fusion of
‘the two is seen at -its most -complete in the
work of Spenser, and his poetry appears,
not as a Renaissance corruption of antiquity, -

107%e Poetical Works of Edmund Spenser, eds. J.C.Smith
§ E. De Selincourt (London: Oxford University Press, 1912),
pp xviii-xix. '



70

‘but as the high point of the two mediaéval
traditions illuminated and transformed by -
Renaissance humanism."11

Cooper also points out that '"the essence of the pastoral mode is o

the search for an ideal; but not an escapist one." Thus, to the

Elizabethans, she found that:

" . . . the Pastoral mode had come to
provide a kind of dialectic framework

~in which to work out the tensions between
court. and city, culture and country
simplicity, between Paradise and hardship,
unfettered freedom and the responsibilities
and limitations of normal 1life, between

'Nature and Art."12

Many of these tensions remain todaf as»prOblens.central
to the human experience, so that it is not very surprlslng that
- a poet of Campbell's background should take Spenser as a model
and transmute the h1gh peak of Elizabethan pastoral tradition

to a contemporary Australian settlng._ Where Spenser takes the

role of poet/shepherd as a vehicle for simplifying the complexrty R

of theneand language, Campbell, in "Cocky's Caiendar," takes,up

the role of. poet/farmer to explore the complex relatlonshlp of

s

man and nature in his® rural environment.

‘This was notlthe';irst time that the‘pastoraivtradition'
had been incorporated'rnto Australianlliterature. One aspectL
of the pastoral concept the 1dea of the clty man g01ng 1nto'
"the country in search of a golden age. or Arcad;a, can be seen
.as;having a parallellin Aostralia when the Bush’was depicted as

1lHelen Cooper, Pastoral: Medzaeval into Eenazssance
(Suffolk D.S.Brewer Ltd., 1977) PP. 2-3.

12¢ooper, p.7.
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an_"idealiied'vision“ orpa_flost Eden."13 That the_Concept wae_
not further developed in early Australian literature is due to - ?T7Efj’
theifact that the tradition-Was not fully assimilated.. William'p:.?l:>
Empson. deflnes the bas1c 1dea of the function of pastoral as | -
""the process of puttlng the complex into the 51mp1e nl4 Although
this def1n1t10n does appear to be t00'51mp1evfor ‘the hrstorlcal
'complexitydof the pastoral .tradition, too often in Australlanjp‘l

’

1iteraturetthe reversal of the,definition:hasvapplied.

The pastoral concept did surface, however,‘ln the art of S
»the Nat1onal1st perlod especlally in the work of the artlsts p'pv;@h'
belonglng to the Heldelberg Schopl- ‘Amongst the poets, Paterson :?@f
most C10331Y'fiftéd the:tiédition in his poems celebrating the _'\
' ﬁidyllic"'paéta& well.asin his stance as a?city-man‘idealiiinéhf””
COunffy'éimpliclty. ‘This attltude is ep1tomlzed in his poem,vf_l.;

"Clancy of the Overflow "' Paterson's concentrat1on on the narratlvef'

and ballad trad1t1ons precluded for h1m, any further development ”;jlb:

in the pastoral Campbell on the other hand 11ke Spenser uses'?’{;j~\a-

-1anguage w1th a melodlc elegance to express a,poetlc 1deal wh11e H"

at the same t1meu51ng the everyday 1mages of his: surroundlng

~ environment to give 1mmed1acy to hls;theme.

’

In Campbell'e work three aspects of the pastoral tradition_5t‘
'fully emerge-' The f1rst is h1s use of the lyrlcal ‘mode. Iﬁ_,, ,;'

wrltlng on the development of the pastoral 1nto epic and dramatlc o

13Geoffrey Serle, From Deserts the Prophets Cbme The Creattvei"p;f_
,spzrtt in Australia. 1788—1972 (Melbourne Wm. Helnemann, 1973) p 66 jf'-f(

'14yi1liam Empson, Some Vérstons of Pastoral (1935 rpt
_London Chatto & W1ndus, 1950) p 23. :
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forms, Peter Marinelli points out that "The initial impulse to
pastoral is essentially lyric, and the lyric note persists
through the many.modifications of the form."15 Campbell's
lyrical impulse,-eombined with a constant theme of pastoral
the 1nterpenetrat1on of man and nature, is fully developed in j
"Under the Wattles" (p. 13), the ninth poem in his "Cocky's"
Calendar" series. The,lyrical note is especially .evident in
the first stanza, but here the poem is quoted in full:
Now, here and there, against the cold,
The hillsides smoulder into gold
And the stockman riding by
Lifts to .the trees a yellow eye.
~It's here the couples from the farms
" Play in one another's arms.
At yes and no - you'd think the trees
Sprang from their felicities. :
So may our children grow up strong,
Got while the thrush drew out his song,

And love like you and I when we
L1e beneath the wattle tree.

The 1nterpenetrat1on of man and nature, accordlng to ;
Marinelli, is "allowed full expression . .. [Mhen) the chang1ng:
seasons of the year are metaphors for the progress of human life =
.from its spr1ng to: 1ts winter.'16 Th1s format is fully, expressed‘
in Campbell's poem In the f1rst ‘stanza the end rhyme change |
from "cold" to- "gold" is associated w1th the changlng season,;
with the "gold" of the spr1ng growth reflected in the stockman s :"
'eyes ‘ That Spr1ng is a tlme for renewal of both man and nature

- is 1mp11c1t in - the second stanza, where the fert111ty of the

15Peter v Mar1nell1, Pustoral The Critical Idiom Series,,
ed. John' D Jump (London: Methuen § Co., 1971), PP.73-74.

' 16Marlnelll, P. 50.
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"couples from the farms" is equated with the growth of the spring
~ trees. In the final stanza the enduring order of nature isAgiven'
empha51s in the lengthening of the vowels in "strong" and "song",

and thus it’seems inevitable that "children" will continue the

cYCIe of life and love, even when the parents are bur1ed "beneath SRR

~the wattle tree."

Thronghout’his "Cocky's Calendar" series Campbell maintains T

‘a total awareness of natural progression and diversity, which

.leads to the second aspect of his use of the pastoral. Campbell's

awareness adheres very much to what Marinelli calls. the "informing . -
idea of_the.history'of.pastoral,",that is "constancy with change." i

_ Marinelli claims that the emblem of "changefu17constancy” relates' _ﬁ

back to ''the ancient myth of Arethusa, tradltlonally the source and
patroness of pastoral poetry, [and] is that of a spring wh1ch
flowed underground from her home in Greece and emerged amid new

, surroundings in Syracuse."17

As has ‘been ment1oned prev1ously, Campbell used both tree
-and bird 1magery in h15 earl1er work. as symbols of constancy and
change,18 and as Inform1ng 1deas they are obv1ously basic te
Campbell's concept of cont1nu1ty seen through tradition. 'In the_:
"Cocky's'Calendar" poems continuity is exemplified through.the
creative mind of man, Which is seen through»a symbolised element'
' of nature. The series both starts and finishes.with the symbol-

of the "hoyerlng hawk."

- Y7Marinelli, p. 14.

18Refer Chapter One of this. thesis, p.12.
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‘In a later poem in this volume, "Fieherman's_Song" (p.295,
'Campbell more erplicitly uses the'original_myth. It should aISO'
be noted that although the poem is related to the pastoral tradition,.the
cyclic concept of the .romantic myth, and hiblical imageryi relating
l to;the Christian‘myth are also evident. Campbell's use of
Christian mythology is not frequent or overt in most:of his
poetry ' Rather, there is a strong rellglous view centerlng on .- .
a belief in the myst1c1sm of man and not adhering to any partlcular
doctrlne. However, in "Fisherman's Song" Christian 1magery is
used throughout to denote a search for sprrltual purification -
and communion. |

Basically "Fieherman's Song" rn'its ouiet rhythm; and in
,portraying.the joy and solitude of the fisherman,;ie a.
reaffirmation of.Campbell's'belief that harmony can be found within
'ba natural order, and that-contemplation of the'elements and'eyente
that contribute to this proceés can giﬁe impetus to creativity;'
The tensionﬂof the boem, however,iis.obtaineo'by the,underiying: )
rhythm of continuity beingvjuxtaposed with the symbolism of o
- spiritual dryness, and the mental\struggleareQuired to_overcome

Q.”

this state of.being.

The pastoral elements in ”Flsherman 's Song" can he traced
-kthrough Campbell's use of the flsherman as mute narrator. (a.role
traditionally p}ayed by the shepherd), and in hls'use.of -
simplified natural images'as a means to understanding‘the comblex
.1nterpenetrat10n of man and nature. ‘This introduces the third |
element of pastoral used by Campbell' the tension between Nature
and Art. Add1t1ona11y, the myth of the vanlshed r1ver and its

reappearance as a sacred spring is reiterated in the "vanlshed_ s
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river's shallows" emerging in the "quiet lake " as an inspired
and inspiring landscape. In order to examine these inter-related
.aspects I have quoted the poem in full:

There I would cast my fly :
Where the swan banks and follows,
Though stars are foxed, the dry,
The vanished river's shallows -
And all of time in her cry.

By rock and silted bend
.-Where the buried river ran

And grass sings in the wind,

I would follow the swan

To the reach of her mind -

Till rock and mirage break
And stars double and" float
Upon the quiet lake. .
There I'd put out my boat
"As the herons wake,

And tossing to the floor
An empty spindle,
I'd rest -upon an oar
Watching the dawnlight kindle
- .Christ's fire on the lake shore.

There is much fhat recalis Spenser'in this poem.l_qu 

example?.the use of the fisherman;s cloek to disguise the‘peef
in his spiritual quest is reminiscent of Spegser's use of the
shepherd's cloak.asQa diséuise for a variety efjroles and attithdes,'
foremost amongst them geing that Of.tﬁe'poet attemﬁefﬁg tdiﬁe-‘ |
. heardi Addltlonally, Campbell's use of natural elements as symbollcs':'
of a state of m1nd in the f1rst two stanzas of . "Flsherman s Song |
parallels a 51m11ar use by Spenser.. ThlS 51m11ar1ty.1s noted, -for_‘“l
| ;example, in Spenser s first eclogue,\"JanuaryeJ'where he. laments'

You naked tress whose shady leaues are lost,

Wherein . the byrds were wont to bu11d‘the1r bowre:

And now are clothd with mosse and hoary frost,
" Instede of bloosmes, wherwith your buds did flowre

I see your teares, that from your boughes doe raine,
Whose drops in drery y51c1es remaine.



176

All so my lustfull leafe is drye and sere,

My timely buds with wayling all are wasted:

The blossome, which my braunch of youth did beare,
With breathed sighes is blowne away, and blasted -
And from mine eyes the drizling teares. descend

As. on your boughes the y51c1es depend. 19

,Campbell' however, does not spend as much time'as Spenseru-
1n "wayllng," but he does use the same method of contrasts to
imply the temporary nature of the 'winter" perlod Thus in the

first stanza of "Fisherman's Song,"_although he starts his

search (line 1)vin a state of spiritual frustratien (lines>3'

and 4); the juxtaposition of the swan (lines 2 and’Sjkpoints tb..V
one of the major'ceneerns of the poen. . The swan? as‘a'bird
dedicated to Apolle, the God of musie, beeause.of_thebmfthic
belief that it would sing.sweetly when on-thevpoint of death;
.indicates-to the poet that.althOUgh feeling on»the edge of'

spiritual death he max still have a song to sing.

The swanvrs also a symbol of rebirth?:and;rcoupled withx
the river asamythical syﬁbol of the boundary between life and -
death, reiterates Campbeli's_implication within the poem'of
the precari0us balance of nature. The narrow d1v151on between -
life and death is 1mp1;e1t in the f11ght of the swan w1th one
wing p01nt1ngvup and one down -as she banks, w;th the whole extent o
of time, or continued existence, articulated in her cry. The |
.time sequence ef'the poem‘further echoes the continUai'moueuent'
" of time artlculated in the cry of the swan. The f1rst phrase of

' the third line in stanza one,_"Though stars are foxed " can be

19Edmund Spenser, "The Shepheardes Calender," in Ihe Poettcal

Works, p.422 (11nes 30-42) . _ _ o
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tnterpreted on one level as the distorted stars of early nlght
'struggllng to fully emerge. ThlS g1ves to the poem a background,~
of progression, with the time'span covering the early night in
stanza one, the_etars out fuliy in etanza three, and the last'
stanza-bringing_the onset of dawn. Thie’time4scheme paralieié
progrees fron Spiritual dryness, to the breaking of the‘drouéht,;

to renewal of hope.

The "drY" and ''vanished river;' with only the shallowe .
to‘mark»where it had been; iinks with'the dronght imagery~o£.
"rock'" and '"silted bend" of»stanza two and emphasizes the
poet's spiritual dryness.- Honever, the'Yeatsian iine, "And
grass 51ngs in. the wind," 1n ‘the context of the pastoral
‘;tradltlon demonstrates a move to examine detalls of fert111ty
oof nature .which give hope for renewal within both naturevand_
the poet. imagery related to drought and desert conditions is.:
aiso_an indication of how fully Campbell had assimiiated the'.
Australian environment. His "winter" period is not dripping-h
with "ys1c1es," 1t is, tnstead compared ‘with the desolatlon of

NP

a season of droughtn ¥

Campbell's uee,ofmthe term "buried riverﬁ in stanza_two
“also touches.on the quest‘motif found in romantic imagery, .The' '
'Hcombination\of bird and hidden‘water was trequently'used in'>
~early Australian 1iterature, where the bird (often a heron or
pellcan) was supposed to lead man to the essential life- g1v1ng
source of water. ‘More often than not the_ theory fa11ed and the
desert took rte toll. The'ldea marks the original Australlan
quest for:anvinland sea or river, and frequentiy portrays
a Juxtap051t10n of the romantlc quest with a realistic .

descrlptlon of the effect of the elements on man travelllng through '
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the Australian outback. . In this use it isia reversal of the
01d Testament myth which has the bird going from water to find»
land. It does, however, parallel the’ Christian myth in that'
it is a search for‘new hope, new land (a side effect of any'
water tound in dry inland areas),‘and thus, new inspiration.
There is, of course, much of the pastoral tradition incorporated-f
into Christian mythology. ' L

The sequence of continual movement is followed throughout
stanza two until the final line wh1ch depicts a momentary state
of suspension of action and a per10d of reflection. The : |
underlying motion with the movement of time breaks thls spell |
in stanza three when "rock" and the 111u51on of the moment ("mirage")
break., The poet however, is st111 mentally reflectlng for in hls
use of "stars double -and float" there is ‘again a dual 1mage, that R

. of reflection and that of movement towards a resolution. The”'iﬂ

emphasis focuses on the almost 1mpercept1ble movement, and is
‘measured in an even rhythm as the lake takes the’ place of the
vanished r1ver, and ‘the fisherman replaces the poet as he breaks ,'

-up the water's surface;,'
]

The change from swan to heron at this point could 1nd1cate
~ the success of the "quest" g01ng from the bleakness of the cry of
 -the swan over the dry river to'the coupling or the herOn;with the’
lake;. It is, at the same t1me,'representat1ve of the re- emergence
. of Arethusa. The "heron", as the bird. of dawn, also relates to f
"dawnllght kindle" and thus renewal of the day The duality of

fisherman/poet contlnues in the flnal stanza, with the’ fisherman '

representing action, ‘and the poet contemplation. The poet can st111
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.momentafily suspeﬁd motion in order to wafch the sunrisé; which,
-in addition to the inevitable cyclic action of renewal, he |
translates into the incipiént glimmerv("dawnlight kindle") of
the désired divine ("Chrisf's") inspiration.

Throughout "Fisherman's Song'" the multipie syﬁbolism'anﬁ
imageé'noted in the birds, stars, rivér, the fisherman/poef{'and.
suépensionbof time and movement of time, serve to form a framewprk_il'
for the theme of constahcy with change. The nafural.ofder is séehj
aé'the symbol fof'cdnstancy with all elements of this’ordérfbeing.

subject to change and adaptation.'

Accordingly, immobility is éupposedly_an illusion. .Heré
the balance between Nature and Art is broughf into quesfion.
Ac;érding to the pastoral tradition naturefcan be extolled by
the artist to elevate the simple to the divine level to indicate
an idgai state. Therefofe, as anlartist; Campbell claihs ﬁan's
‘right to illusion and dream as a proéess of isoiatiﬁg moments
which will result in contemplation,IOBSerQation ahd questioniﬁgﬂ:
Thus, in order tovf;pd.an ideal state, the péét, aé artist; a§:
a result df’his coniémplation and questionihg, must delinéate;
~harmonise and.articulate his‘relationsﬂip fo_fhe cosmic moyeﬁéﬂt.
of time. Using a cbmbined ﬁythical framewofk, Cémpbell has given .
én eXcellenf demonstration in his "Fisherman‘s Song'" of how tHis ‘ 

can be achieved.

. The second section of Poems is a collection-ofvtwelve sonnets
and in the first of these, "When Out of Love" (p.17), Campbell
expressed perfectly the artist's contemplation of nature as

inspiration, " The poem itself expresses this view without need
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of further comment:

When out of love, and reason goes
From bird to book and finds no rest - .
- For songs are silent, sonnets prose,
Without a singer in the breast -
I stand and stare at a green stone,
A hill, a hawk above the hill
That hangs upon the wind alone; .
And suddenly my mind is still.
‘It hovers with the .dreaming bird;
Below in briers the wrens begin
Their summer song, and at a word
0 all the coloured world comes in
. With cocks and larks, and then I find’
I have a sonnet in my mind. :

‘In his use of sonnets Campbeil is again experimenting’
Qith traditional forms. In this section he evenly divides.hisv
sonnets between the Italian (Petrarchanj and English (Shakespearean)_
~rhyme schemes. . In only th of the sonnets does he adhere'te- |
iambic pentameter 11nes, the remalnder belng tetrameters. ‘The -
"~ two sonnets in which Campbell adheres most closely to the‘ldlv
traditional forms, ''New Australlan" (p. 26) and "On the Birth
of a Son" (p27), both speak of contlnulty expressed through the

1nteract10n of man and- nature, and of the v151on that can be

' L/

derived from this interaction. Therstyle and subject matter,with T

its concluding homily;fbund in "On the Birth of a Son,"'iSIStrOngly
reminiscent of the style of American poet, Robert Frost, and

particularly directs one to Frbst'sfpoem, "Mendiﬁg'Wall".

The synthesizing eiement in Campbell's wqu eontinues'ih,’
his sonnets with the langﬁage erpreSSing with preciseness an
interloeking of theme and visdal claritx; The first three poems '
in the;seduenee are concerned with the'artist's expression of =
" natural harmony (as 15 seen in the example already quoted, '“Whén

out of Love'), but 1n the two follow1ng, ""Among the Farms” (p 20)
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‘and "Dear Maurice" (p.21), Caﬁpbell's_use of sardonic wit comes

"to the fore and is,coﬁpled in "Dear Maurice" with a parody of

the colloquialism of the pastoral;

Of the five remaining sonnets not already mentioned, four

'-are love poems, still imbued with the world of snowgum trees,\

blrds and everlastlng daisy, although in "The Picnic" (p.22)
Glorglone s painting .is transformed with graziers and shedhand

. and in the fore—,
Ground such young women as Dior
Might dream of, if they had not been
So elegantly naked ..

¢

The tone of gentle 1rony, evident in the ahove'lines, is repeated‘

in "Love's Truth" (p.24)_ and "Lover's Words" (p.25). In the

final sonnet,''Droving'" (p.28), the - theme of timelessness and

continuity is again reiterated.

In’ the remainder of Poems CampbeiL continues his metrical

= experlmentatlon . For example, a tfaditional'scheme is used in
"As Much in Your Anger” (p. 36), wh1ch has been wrltten in terza

rima format. The emphasis, however, is on songs and ballad forms

) B - .
to express a juxtaposition of ironic humour and mature. vision.

Of note in these'lattef poems-is a collection of three

:poems under ‘the t1t1e "Songs of Ch11dhood" (pp 43-45). This
: small group relates to another aspect of the pastoral tradition,

;that of the pastoral of childhood. The essentlal elements of

nostalgla and w1sdom protrayed from the perspectlve of the adult

' looking back on‘childhood are evident in all these songs. -

The ‘final. two poems to be mentioned, "Hear.the Bird of Day"

(p 32) and "The’Heart of ‘the Matter" (p.335, not only show the
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obgervation.made by Mark 0'Connor. O'Connor claims that there is .
a trénd towards tﬁe use of a new mythology; which he calls the
Evolutionary Myth. O'Cohnor'describes the Evolutionary Myth
'as a new resbﬁrce for nature poetry," and'he sees it "as

essential.for.making sense of the Australian landscape.”20

Campbell, in these two poems, appears to have started

_ ﬁsing this resource twenty years ago. Both poems are linked o
with pﬁysics, and in the first one, "Hear the Bird of Dgy,", |
“the concengration'ﬁn detail and sélection of the correct

symbol in order to give élarity culminates in the line qf

refrain; ﬂWhath'matter but. a hardening of the 1light?" In

the following poem, ''The Heart of.tﬁe Matter," the question

of the relationship between matter and light is extended: to
iﬁciude the spdnténeous energy of atoms. 'Both poems appear

to be an ecological extension of Campbell's cléfity of vision.

~As Robin Wéllace-Crabbe:noted, Campbell's '"earlier, metaph}siéal
concern for . . .';ime and‘brigﬁt illumination - fiﬁds a degreé

of phyéical clarification.": In defining these parameters Wallace;
Crabbe accurately noted‘the step Campbell was taking when he
commentéd thaf Campbell was‘"moving-into a landscape, Becoming‘ )
part of é continuum of matter, energy,vlight: the ama;ing

.universal glow."21 B

20Mark O'Connor, "Evolutionary Myth in the New Nature Poetry,"
Meanjin 40, No.2 (July 1981), 233.

21Robin Wallace-Crabbe, Overlqnd 79,. 57.

-
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3.2 Rosemary Dobson, Cock Crow: Personal Poetry § Use of Mythology.

During the.19605 Rosemary Dobson's output'of new work was
not prolific.but the. one voiume of completely new. . work to be
published during this decade, Cbck Crow (1965)) showed a
-deepéning of vison and personal awéreness. Concomitantly,
the poems in the early section of Cock Crow point to one of

the reasons for Dobson's reduced output.

The'first section.of Cock Crgw focuse§ entirely on poems
concerned with childbirth and parghtal responsibility. If
classificatidn is necessary it wouid be appropriate to label
these poems'as‘being.of‘a‘persohal, feminine nature. That |
they are, at the same‘time; universal is\explicit through

fheir underlying statement.of human vulnerability;

;The feminine aspect of these poems, however, is conveyed

not only through the subjeét matter, but through emphasis on

. the boundaries of role_and time. Defined within these boundafies
the poems are therefore én expréssion of the culmination of
spécific experiences within a given period of the female life
;ycle;' Undoubtediy many of fhe poems could have béen written

by a male, but the-imme&iacy of‘images_geléted‘in a matter of fact
.tone in@icatesa desire to:coﬂvey the quality.of deéply'felt

personal experiénces,_rather than to'supply narrative detail.

Tﬁe first:point to nqte in Cock Crow is Dobson's furfher
Qeﬁelopment of céncerns that informed her workvfrom_the start.
Restated, £hese afe'éoncérns Wifhzthe complexity 6f time; phe
relationship be;ween art aﬁd life, a search for order in a worid

v

ofvconstantly,changing values, and contemplation of the unknown
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and mysterious.

In Chapter TWO of this thesis Dobson's interest in the
.metaphy51cs of time was seen to be developed to the stage where
she was able to put time confidently in perspective in her
1lob$ervation that ﬁart conquers time." In Cock Crow Dobson looks
at the onanWn boundaries‘of_our pfesent time. In "Child of
'Out Time" (p.S), the firet poem in section one,(the:new‘eta is
introdnced in the words,_"Child of en-age beyond my dreams."zz_
The age is described as no longer “b0unded by / the nartow',
c1rcu1t of the world," 1t now extends to the "perllous" world
: 'oflspace travel and nnclear weaoons. The poem is 1nsp1red by
hewe of the unimagined poSsibilitiee of this new age. - That, soon
after publlcation,it found its way onto the nuclear disarmament
platform23 does not make it only a protest poem Rather 1t is
"an early recognition of the impotence felt by the individual
:v as the world moves into the nuclear age.‘ The point is again
brought up'in her poem, "Into Winter" (p.lO); In this ooem
the.deelining values of the.worldvareijuxtéposed-with the persona's .
'doubts aboutibringing a child into the'present world. That the
- doubts can no longer be fully expelled by iecourse to past values
is made nlain.in the tension createo by the questioning of the last
1ine of the final stanza. Thetstanze reads: |

' Take heart from hearsay; and believe
One bore the child to be the man

22Unless otherwise stated all poems in the section are from
Rosemary -Dobson, Cock Crow (Sydney: Angus § Robertson, 1965). Page
numbers only will be used when referring to poems from this ‘'volume.
: 23pat Westcott, "An Angel Tips Her Halo: Rosemary Dobson s
~ place among our poets," The BuZZeten Jan. 11, 1964, p. 17.
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"To save the world at the 1a$t hour
- Was this not how the story ran?

Again; in the second section of Cock Crow, the poe£'s disméy
faf the spreading probiems of the nuclear world is more humorously
stated, but with no lesgening of conéern, in "The Sailor: May,
- 1960." (p.39).24 |

Despite the uncertainty 6f an alien universal time, present
day~tq4day living ébntinuesA and Dobson in the next six poems in
ééctidn-one captures the sma11 segmeﬁts of time that méfk the
'évents of one's individual.lifetime. At this stage in the poeéet's
‘work the events centre arbuﬁd,the cpncepfidh, gestation and birth
of children. | | | |

Iﬁ "Oﬁt of Wiﬁter" (p.4), time becomes a healing aéént,
'swéeping qlean‘pést.anguish-in order that thé perséna ﬁay.again
"héve faith in' "The Simple truths“of early paintings / Births,
deaths, and belief in'Vjsions," so that §he_may éwait with
pafience ""the tremor / bf life in the ;eins". In "Annﬁnciations"
| (p.5), co;ceﬁtion, gestation and birth are dramatized in.mbstly
unrﬁyméd, eight syllable linés. That this.poem, and many of a
similar style succeed, despite thié'characteristically flat'form,
is due. to what RobertAD. FitzGerald felt was Dobson's '"almost
perfect understanding of'the'vafying values of vowels and
cbﬁsonéntg."zs The second Stania of "Annunciations,ﬂ itsélf

a véfy moving and dramatic image of the period of gestation,

24It is assumed that the date refers to the build-up of"
conflict which resulted in the American-Cuban crisis of 1961.

» 25Robert D. FitzGerald, '"Rosemary Dobson, Cock Crow,"
. Review, Southerly”ZG (1966), 135. '

T
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provides an example of Dobson's use of this technique. In this
stanza she contrasts the-stasis of waiting with the inevifable
movement towards birth:
Lulled by the drumming of my blood,
The distant’ thunder of my heart,
You slept upon the moving tide
Of darkness, sealed in mortal flesh.

Once more immortal wings were.stilled,
I heard the word that bade you come.

The following poem, '"To Meet the Child" tp.é),‘is a
non-dramatic soliioquy'advocating patience during the weiting
time umtii the wonder_of bi;fh is.re-enaCted. Dobson's recognition
of wonder and mystery as g1v1ng an enhanced dlmen51on to the
'qua11ty of 11fe 15 reiterated in "The Edge" (p-7), a poem

concerned with the actual time of erth.

"Journey" kp 8), the next poem in the sequence has
; unfortunately been omltted from Dobson s later edition (1973)
.of Selected Poems. The poem, although sl;ght, does act as a
- link between the poems in section one. Additionally, it
expresses a uniquely feminine viewpoinf. 'Initially,"Joufney"'
expressee momentary ifritation and a desire to'regain one;s |
idenfity. It is a feeling common .in the latter stages of
'pregnancy, and-Dobson conveys this emotion when ehe enunciates
‘ her 10ng1ng to be on , |

. the white road p1a1n before me
' Out of this fertile valley

Over the rim of the mountains
To that lost, fair, singing country.

In many of these poems there is a recognition by the poet
"of freedom of choice in undertaking the role of mother/parent. g

That any chosen role engenders its own problems is obvious in the



87

poet's unease about the state of the world into which she is bringing
'her Child' However, the arrlval of the child adds to the
1nd1v1dua1's world a new d1men51on of experience which balances
out the 1oss of former freedom “What the poet has galned is
"the 1ndestruct1b1e thread of love," (”To a Ch11d " final line,
- p-9), and although the poet's excursions into the "Enchanted
' eountry"-ot dreams.("The Two Countries," pill).become rare she
'recognises that these moments*can be recaptnred through theb
child. 'Thus in the latter part of this section,in "The Cry'
(p 12), the poet .is able to regaln her 1nd1v1dual 1dent1ty,
and once again combine art and 11fe
. /.ﬁhat.this is not easy is spelt out in the title poem,
. » 'vﬁCoek Crow" Cp.lS). Much has been written about this poem26
which is concernedfwith the problems of conflicting roles of
. obligation and duty and,personal needs. The poem makes a
“fh;:j'q;;v h' un1versa1 statement as thls type of confllct occurs in many
51tuat10ns, However, the p01nt that should be stressed is
..that it isva statement of 1dentityvcr151s,'wh11e at the same
, time reyealing an acceptance of,responsibiiity and'needvfor»-

natural.order ~ To the poet27 to deny her Mother and daughter

would be a betrayal of herself as Mother and daughter, and
thus destroy the line of contlnu1ty of which she has chosen .to. become

part. - DeSpite this. choice, "Cock Crow," with its final 11ne,

26g¢e for example Leonie Kramer's concise analysis of 'Cock
~ Crow" in Leonie Kramer, '"The Poetry of Rosemary Dobson,' Poetry
. Magazine, No.2 (April 1968) , pp.3-4. :

271 use "poet" here as Dobson has stated that "Cock Crow" is a
personal expression. See comments in Graeme Kinross Smith, "The
" Intricate, Devised Hearing of Sight . . .: A Profile of Rosemary
‘Dobson,' Westerly No.3 (September 1974), p. 59.

‘
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"Thinking I knew his meaning well," gives a feeling of uncertainty,
which again shows the poet's realization that no choice can be

absolute.

.The note of continuity and choice'has been stressed as
‘the final poem in this\éequence, "The Fever" (ﬁp. 14;15), appears
to gét little comment other than that‘ip is a '"love poem, pure
and simple,"28 or words to that effect.29 That'it is an'integral
. pért.of the whole Seqﬁeqce can best be shown by quoting the poem
in fuli: |

‘Outside the children play like flames
~ Over the scorched veranda boards,
_The sun burns through the shrinking vine
And Floury Baker calls; his bread
Will not be sold, although all day
He makes his one persistent cry.

My mind like a white butterfly

"~ Moves from the curtain to the sheet,
From sheet to mirror, which returns
All it receives of sky. I seek.
The gravity of etchings, lines
As thin as veins, as light as cinders.

~ You take my temperature and hold
My wrist between your fingers, watch
The seconds pass, attentive, dark, .
In city suit, late for your train,
The fitful fancies of my fever
Insist that you have called, a stranger:

~ Your brief-case is a doctor's bag.
We have not met before, to you"
I am a woman sick in bed
Whose children, unattended, play
Outside their shrill, staccato games:

. Not yours and mine, of both our making.

28FitzGerald, Southerly 26, 133.

29J.F.Burrow, "Rosemary Dobson's Sense of the Past,' Southerly
30, No.3 (1970), 168, where he makes the curious statement, "Or
conscious that one will never be a mother, one might turn instead
to "The Fever," Rosemary Dobson's only mature love-poem and a very
fine one, . . . .." ' '
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If this were so would not my heart:
~ Leap up to recognize with passion
- The claim of love for love, to make
Insistent 'as the shrill cicada
The cry of need, the want of knowing,
-One urgent phrase reiterated.
_And would you from your unknown 1ife
- Of surgery and morning calls, :
And home, and wife, and children doubtless,
‘Would you not meet with recognition
That doomed, entangled, piercing.cry?
There is no need for you to answer.

Certainly ﬁThe_Feverﬂ is a love poem, but it is aléo.fhe

final poem of a cohesive group of poems concerned with the
ﬁultiblicityvoflexperiences rélafed to having éhildren. Howeyér,
'vthé actual pefiod of conception, gesfation and birth is finalised,
(see Iine 3, "The sun burns throﬁgh the shrinking'yihe"),‘andvthe
persona now seéks purification of miﬁd}to direct it towards other
creative procésses. - The symboi of a "buttefflf" is fittingly
>used'atfthis poiﬁt, At varying times the Butterfly has symboliSed .
the purification of the soul‘by.firet It has been used in psycho-
: éﬁélysis-as a symbol df rebirth, and by the Chinese, as a symbbl.having

_Secoﬁdaryvmeanings of joy and conjugal‘bliss. It appears that
qusoﬁ is well ﬁerSed in her knowledge of symbolism, and has
cafefullyvchosen thé 5utterf1y és represgntative of the mind

flitting over events of past, present and future.

Thus;in the projection of her fevered imagination;'the
' persqné iﬁ ﬁThe Fever".restates tﬁe claims of 16ve; But as the
'déily bread is~rej¢cted,'so woﬁld.her cry of love be rejected
.Bfﬂthevdaily 1ifé of a stranger. It is the passion of cohsistency
~ that is creatiﬁe. Both protagonists have experienced this passion,
"'(thét the Doétor has is:assumed by the impiication of home, wife,

-

'childrén).' Thus the poem,pOSits the individual ¢yc1e of love -
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.childrén - life as a general ana universal situatién. There is

jsome ambiguity in '"The Fever." . Oneccannot be abéolhtély certain

tﬁat tﬁe pérsona's éry would be rejected. But the fact that the

pdef has emphasized the incident'as "The fitful fancies of my
. fe&er;".and states, "There is no ﬁeed.fbr ydu to answer,'" defines
‘the bound;rie; of the actﬁal experience; while at the sam¢ time, it
.créatésﬁ'imaginapive poséibilitiés which extend béyond thé»present
'Jtime. "It is a fitting conclusion to a group of poems that give

aﬁ eibduent and sensitive view of the whole period of the pfoéreative

experience.

As- an extended_éequence the boems ére firmly'bounded by
I';experienée out of which two points emerge. In tﬁe firstiplace
A“  Dobson-has Béen able to take ﬁer feminiﬁity and_put itliﬁto the
' »perspectlve of general experience.’ She no longer feels tensionf

| 'Aabout sexual role playlng, and thls appears to have been achleved

f'_by her detgrm;natlon to enact the poet's-rolerf éxpre551ng,"truth4'

.‘:Additionally, shé has;made'a'stepvfonward in attempting to answer
: »>h§ffneéd't§'set hafnpoems>ﬁin our time: " 30
"In section two of pbék;broﬁ_Résemary prsph'tﬁrns to old
- fhyfﬂs gnd legends'and“attempts to explore their rélevance to
presenf‘day,attitudeé énd.éQenté;. The ﬁmifyiﬁg principle of
:_tHisvsetond section is that of human'vulhérabiiity, which relates
“.back.touthe underlying statement of section one. This gives to

_ 3QThis need has previously been mentioned on page ix-.of this
' thesis, and is stated in Rosemary Dobson, ""Modern Australian Poetry -
" A Personal View," Proc. of English Teachers' Assoc. Conference,
July, 1964, in I%e Teaching of English, No.5 (October 1964), p.20.

-
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Cock Crow a cohesiveness which illuminates Dobson's statement
/in her introduction to Setected Poems (1973), where she writes:

Poems in series are not just substitutes
for longer works that will never be written

. . they provide an opportunity to arrange
ideas in relation to one another, as one
might arrange objects in space to construct
.a harmony, each expressing something by
itself and something else in relation to
other obJects.31

vThe first ten poems in Section two directly use stories
or characters tahen frombEnropean mythology. In the first poem,'
‘"The Passionate Poet and His Muse." (p.19), the difficulty the
’.poet hes in_ceptuiing his Muse is related in the first stanza.
i,That-the‘Muse can never be eompletely:eaptured is imniied.infstanza
twoithrongh the»anelogy'with.the‘story of Daphne and Apollo. In two
lllater peems in.this section,'"Dry River" (p.Sé) and "The Spring"
(p 36), Dobson agaln looks at the difficulties encountered in
writing. In "Dry R1ver" Dobson like Campbell 1n "Flsherman s
Song," uses the "dry rlver“ as a stbql of the dry period a_poet
. may have. A;so-like'Campbell, Dobson realizes it 'is probably onlyﬂ
Ia tempqrery state' and she, too, aweits the\te-emergence of the
lost spring to bring "A fiood of poems,va rein of rhymeﬂ' In turning
'te the poem fellowing, enehcould well use the oid maxim, "It never -
: rains, but it'pours.ﬁ‘ In ""The Spring" Dobson uses the metaphor of .
.the pseudo sc1ent1f1c "d1v1n1ng rod" and ends up with a gushing well

.of words That many of the words will be lost,due to human 11m1tat10ns

of memory and ab111ty, is expressed in the flnal stanza

31Rosemary Dobson, Selected Poems (Sydney Angus §
Robertson, 1973), p xii.
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Like thirsting, shipwrecked sailors who
Cup hands to catch the falling rain

I stretched my hands to catch the words
And caught as much as may be kept

In the threads of nothing's net

Or in the eye of violet. '

Dobson articulates this aspect of human limitafiohs again
.in her introduction to Selected Poems, where she talks about the
vfeeling that "there is always Something that eludes one .

l  that'poem§ . . . are part of a search for something only fugitively

, glimpsed;'a staté_of grace which'bﬁe once knew, or imagined, or
"from,wﬂichloﬁe was tﬁrned away." 'Shg concludes: ”Surély everyone
tho»Writes poet;yiwould agreé that thié is part of it - é doomed
.Bﬁt:urgent wish to expreés th‘e‘inexpressible."32
In her'poéms on mythology Dobson tries a new tactic;
insteéd of gteppingvback into the past she now brings the past .
to;thé prgsenf. In "Variatioﬁ oh'a_LeQend" (p.?l);the-poetvs;eps. ;
in£§ the rdlé of‘a'modern-déy Théfis to retell the story of Aéhilles-_
»és a pafébié_bﬁ huﬁan>moftality; .Thé same me thod is used ih "AcToss
>tﬁe Straits" (p.225, "fﬁe Rapé of Europa" (p.é4);_”Androme&é“
"(ppi25;26), ”ThelGorgon's Héad”i(p.27); "The’Dolphin"b(p.ZSJ,
"Céres Néar Eleusis"~(p;39);-ahd»alSo iﬁ the“Chfistian paréble
‘hEutychus”_tpp.§2-335. in "For a Young Child"’(p.29), the'boet."
 '§£05¢6£5 the fele&ance of myth ana legend into tﬁe future iﬁ an
‘“atféméf to.point'oﬁ£ her view of theiﬁagiC'qualityvof human_lové;
Dobsdn,vin fheée'poems, experimgnts with stylé, using

primérily stanzaic Verse ranging from ballad form to rhyming

32Dobson, Selectéd Poems, p.xiii. .

.
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_hexameter couplets. Invher'poems on the more serious traits of

" human nature she tends to use masculine endings, while the lighter

- comments on human foibles achieve a 11ghtness of tone through a .

-greater concentration of fem1n1ne endlngs

B In "The Dolphinﬂ'Dobson departs from’her normal'traditional
:use.of_metrics and ventures into free’verse. That thls poem is
‘;successfullls again due to Dobson's recogn1t10n of the values of
v :vouels and consonants, w1th the necessary emphas1s achlevedkthrough
vthe subtle use of 1nterna1 rhyme and alllteratlon Dobson has
-“stated that she con51ders the wr1t1ng of poetry to be a "very
' fser1ous matter' but feels that this should not prevent one from
E at times belng "quite lightfhearted,abOUtlit."33 "The Dolphin”
hls an:example of this combination, for although the poem makes
a serlous comment about the mundane 51de of man, no-one could

~

h»fall to be amused by the v1sua11y descr1pt1ve passage comparing

s the dolphln to the,

, swallow ta11ed top-hatted gentleman; pausing
On the steps to the Court of St James. -

 Dobson's use of myth to restructurevcontemporary events -
"is the first attenpt to transpose European myths to .an Australian
settlng since the work of L1ndsay, McCrae, and the early poetry.

of Slessor and FitzGerald. Dobson succeeds, where the early attempts

failed, through her concentration on the human situation.

As ¢an be seen in "The Dolphin," Dobson's humour increasingly

~centres on an imaginative reconstruction of the absurd elements

: . 33Rose,mary Dobson, "Australian Poets in Profile: 2," ed.
" G.A.Wilkes, Southerly 40, No.1l (March 1980); 10. ' '

>



94

of visualtstereotypéng. In the latter section of Cock Crow ,
where the poet looks at the people and places and the ordinary
situations of daiiy-living, a poem such as '"Captain Svenson"
-(pp.40-41), with its delightful metaphor of.white-veiled sisters
as fillies Juxtaposed with the itemising 'of hospital habits and
'equlpment w1tt11y gives a v1sua11y stimulating evocation of both .

" the habitual and alien elements of a hospital environment.

In a more;serious vein, in "Interlude at.a Primary School"
(p}45); the time1essness of the situation is emphasized through
fpiisting the visual 1andmarks juxtaposed with en imaginative
. pro;ectlon of the possrbdltles of alternate situations. By the,.

1t1me Cock Crow was publlshed Dobson had already expressed an
. 1nterest in "the urgent contemporary quality in Robert Lowell's

work.”34

In itemising the obJects and custons of her surround;ngs,'
‘Dobson appears to be using.Lowellfs method of listing:a myriad of
surrounding'paraphernalia Such perception of detail is not new

to Dobson's work (belng very much ev1dent in her pa1nt1ng poems),
but in u51ng her perceptlve v151on as a device to express a view

' of her 1mmed1ate world she has achleved in the latter part of

Cbck Crow a comprehensive 1nteract10n of place, people and obJects:
~.A further Lowell 1nf1uence is evident in "Amy Carollne" (p-. 37),

“an anecdotal poem, prlmarlly using free verse, but notable for

its laconic precision‘and.rhythm reminiscent of:Lowell's family

" poems in Life Studies.

_ The final poem to be looked at in Cock Crow is '"The Ecology

34pobson, The Teaching of English, No.5, p; 20.



95

of Fishes" (p.44). This poem is again written in free verse,
a point which Dobson emphasizes in her lines:
Lacking the rigidity of pattern, as the 11nes of a
poem may waver and tremble
Endeavouring the fluidity of fish.
Again Dobson uses the Lowell method of itemising objects which
results in a humorous environmental analogy between

'

fish and human. - A further pertinent point to be made about the

- poemvis that Mark O'Connor in his artitle on the Evolutionary

Myth mentlons Rosemary Dobson, along with Bob Brissenden, as

~ "Poets who have actually recorded in verse their experlence in
nastering this new resource of poetic metaphor-. .. "35 0'Connor
xglves-as an'example Dobsonfsl"ﬁcology of Fishes," citing the first
:-tno lines:

S

Comlng late to a study of ecology
I have learnt about the corrugated skin of sea- horses.

O'Connor seems to have attempted an. explanat1on of an

- 1nterest1ng phenomenon which is obv1ously a useful tool in the '

analys1s of poetry in defining the Very-unusual-env1ronmental
balance ln this country. " He does, however; appear to be erroneous'
.1n his claim that he is wr1t1ng about a new mythology for new
'nature‘poetry His very examples (1nc1ud1ng Judith Wright's

"The Cycads " wr1tten over thlrty years ago) belie the "newness"

 of the poets' understandlng and use of evolutlonary and

’environmental systems.

W1th both Campbell and Dobson hav1ng used this evolut1onary

'myth by the mid- 51xt1es, 1t is obv1ous that both these poets,

~

’

~ 350" Connor, Meanjin 40, 230.

\
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through perceptive analysis, had fully assimilated their own

environments. | N

3.3 David Campbell, The Branch of Dodona and other poems: 1969~
1970:. A Waverlng of Faith?

- David CampbellFs I%e Branch of Dodona, published in 1970,

- shows Campbell examining more closely problems connected witn

,:thé moral issues of a not altogether satisfactory world. In an
1nterv1ew with. Kev1n Hart Campbell p01nts out that The Branch of-
Dodbna marked the beglnnlng of new concerns in his poetry, and
Vthat one ofvthe reasons for this change of‘dlrectlon was the

' Viefnam.War.36b | |

‘The first poem in Z%e Branch of Dodbna, "My La1" (p. Sj,

conveys Campbell's opp051t1on to the m1nd1essness and V1c1ousness

of much~that was happen;ng,ln Vietnam. "My.Lal" is notvan

. entirely successful pOem, being too explicitly descriptive,

' end ending with the'facile.rhyme of the final couplet "cow/chow”.

'; The poem however, does reglster Campbell's poet1c range 1n g01ng .

beyond his 1mmed1ate Monaro env1ronment and,as~a poem v01c1ng a
B spec1f1c concern,_cqmpares we11,w1th other poems included in the

*:Lvietnam'anthology, We Took Their Orders and Are Dead. 38 .

T - 36Kev1n Hart, "Interyiew mith David Campbell," Makar II,
. No. 1. (Jume 1975), ' ,

37Un1ess otherw1se stated a11 poems in this section are from
David .Campbell, The Branch of Dodona and other Poems: 1969-1970
(Sydney Angus § Robertson, 1970) . Page numbers conly will be used
‘ wHen referr1ng to poems from this volume. : :

: 3&omment on We Took Their Orders and Are Dead publlshed in 1971, i:
o 1nc1uded in a review by Peter Pierce of Australian literature arising

out' of the Vietnam war. Pierce argues that, "The most important
 common feature of the (anthology] is the non-cOmbatant status of
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Campbell follows "My.Lai" with a series of twelve poems
under‘the ﬁesiodian title, "Works and Daysﬁ. Although having
_many elements of the pastoral; these poems are primarilyidescriptions '
" of work on the land, and itslslow seasonal change. As Campbell
states in his introduetion to Selected Poems (1973); "These poems
‘spring from the'shop.of countrymen,"39 and indeed the laconic,’
_eonversational tone of the poems is reminiscent of the frequently’

heard, markedly unhurried tone typical of many Australian farmers.

However, the title of the sequence has not been used
.tgratu1tously Hesiod, in his Wbrks‘and Days, sets out to show
that peace and prosperlty are the hallmarks of a just society, as
' opposed to the:ylolence engendered in an umJust one. Campbell,>1n

his series, paints a perceptive picture of a deeply satisfying

~almost all the authors,'" and that the consequence of this, although
~ unnecessary, was for the majority 'to strike socially desirable

.attitudes: to write the poems that history expected." Pierce omits
two obvious explanations for these attitudes (although he does move

. in this direction at the end of his article). - They are the remmnants

. of Australian isolationism, and the selective media censorship still
being practiced in Australia. Media censorship had the effect of
ameliorating the worst aspects of the war so that, although condemning
what was known, the poets were for the most part writing from a '
partially informed and physically remote stance:. A comparison of

‘thé American Vietnam literature would emphasise these points. Pierce
does mention the obvious urgency of the American writers, but does not
draw any.conclusions. See: Peter Pierce, '"The Australian Literature of
' the Viet Nam War," Meanjin 39, No.3 (October 1980), 290-303. Campbell's
opposition to. the Vietnam War had been noted much earlier than the
publication of the anthology, and was recorded as being as early as
1968. Sée Robin Wallace-Crabbe, "David Campbell: An Appreciation,'
Overland 79 (1980), 57:. "For discussion of Australian censorship

of Vietnam news, see Anthony Blackshield, "Censorship and the Law,"

in Australia's Censorship Crisis,. eds. Geoffrey Dutton and Max

" . Harris (Melbourne Sun Books, 1970), p. 9.

39pavid Campbell Selected Poems (Sydney: Angus and
Robertson, ‘1973), preface, n.p.
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:lifcrlivéd iﬁ»ﬁ-peaccful‘énvironment, which is in complete

. ;Qntrast'to‘the devastation seen-iﬁ>“My'Lai". This contrést
'e*émplifies the brganizing_principle of The Branch of Dodona
:whiéh is the juxtaposition of violence and disharmony with a

.celebration of life.l

Zhe_Branéh of Dodbnq_is divided into seven secfions;
- bﬁf in drder to give a more comprehensible viéw of Campbell's'
rapid changeé iﬁ’subject and technique, I'Qill treat Sections
II fo'V as oné wnit. | |

Three_devélopments which are indicative of tﬁe shift
in Céﬁpbell'glapproach to his a;t'OCCUr in this group of poems.
~ One deﬁelopmggt is a move from a rural background to an urban -
. énd,vat times, an urbane situation.' In this ménner‘Campbeflb

moves from the foxes and farmhouses of the poems in Section II

""'to his surrealistic description of watching the disintegration

vpffa cify'from the ninetigth.story of a.skyscraper in "Operatiqn“

.M§onprobe”i(f;41),_ﬁnti1;»in_the“final poem in Section V;-"The
.-Voyége of S.S.ATk" (pp.42-44), he tells of the voyage of the
"ark over £h¢ landmarks of New York city{ such as the Empire

Sfate Builﬂiﬁg, and théﬁﬂyittily describes the mutiny of the-
ﬂ*animals_#oon after floating QVer Chicaéo. ‘

fhe éecoﬁd dévelbpment; which runé in ;onjunction with thé

m6§¢:from rural to ufbah, is a change in pace and tone. The increase
in pace; aithough sthing ah?assﬁred haﬁdling of technique, is
primarily achieved thfoﬁgh the'rapid‘change of persona and subject

-.matter. The change of tone correlatés with the change of subject,

RV
[

 matter.
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In his interview with Kevin Hart, Campbell, while voicing -

‘an enhanced awareness of the general violence in the world, noted

. . three statements that he hadiStarted to feel were of importance

to poetry. QCampbell states:

One came from Hamlet, in which Hamlet,
after killing Polonius, says 'I will (sic)
lug the guts into the neighbour room, ' the.
‘other is Alec Hope's line from his poem
about Yeats in which he talks about 'The
brutal mouth of song'. : Another is Auden's
remark in an essay of his, that poetry,

”"because it tells the truth, is disenchanting.’ 40

.. The influence of these Statements'is evident in this

T section of The Branch of Dodona. Campbell is no longer viewing

Can harmonious world. Instead, he looks at the varying nature of

'”'fiviolence;'pain and frustration. From'being chained to the pain

”eof the conv1ct in "Murder of a Ganger" (p 14), the poet, in

’{"The Ages of Women" (pp 22 23), takes a sardonic look at the
}’role of women through the persona of a woman "You see, I'm a
'woman nOW'; I need Virginia's / Room of one's own-"' In the

sequence "At a Rulned M11110na1re s" (pp- 26 -27), the poet portrays
':fthe alcohollc Maggie Dylan in "The Strlpper," and in the ‘'same

nﬁ;'sequence touches.on the su1c1de of the ”glrl—halred‘schoolboy."

In "The'Family_Life of a Biologist" (p/29), disorder.is at its

" peak in "III. Amongst Flowers" which reads:

Godlost, the world's biologist was sick
Among mad marching flowers :
Outside the laboratory. Draining his flask,
. His daughter asked, Daddy, do you feel less lonely?

Runningiparéllel to the change of tone is a Blake-like -
= progreseion frOm the world'of innocence to the world of .experience.

El

4OHert, Makar 11, 4.
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In "Nurseries Revisited" (p.21), the first poem, ''The Cot,"
’surveys a new life:

A womb of scents and shadows and his two

Sisters, critical of all things .new,

‘Scaling his brass-bound zoo -

To gain, with rising brows, a closer view.
By the time the poet reaches "The Bronze Bulls of Colchis"
(p.39), (itself an introduction to Section VII, which is
: subtitled:"A Commentary on the Lives of Jason and Medea'), the
pereona.has gonebthrough the period of initiation and reached a
new level of experience. This change is described in the first
lines of the poem:

We have. yoked the brazen cattle of the sun-

A delicate operation involving some maglc

But now the job is done

And they work smoothly for us.

With infancy have gone

" Our nostalgic wh1st11ng at the plough:
In this poem Campbell compares the»myth of the past with the
:myth_of contemporary harmony. That there is no easy answer to
the disorder found in the world is conveyed in his final couplet
when he asks:

Where have our flowers gone
And our rebellion?

- The contemporary dilemma is further explored in "Talos of Crete"
'(p 40), a poem wh1ch makes an ironic comment on the seemlngly
insoluble problems connected W1th Dsychologlcal and

’phy51ca1 pollutlon caused by increased industrialism.

The third development in this section is Campbell's
‘experimentation in writing syllabic verse. In "At the Ruined
+ Millionaire's" and "The Family Life of a Biologist'" he attempts

" his own version of the Welsh Englyn form. "The Nursing Sister,"
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" (quoted below), .the first poem in "At a Ruined Millionaire's,"

111ustrates some of the patterns found in the Englyn, such as
11ght rhyme, CTOSS rhyme and linked rhyme

She comes in with the freedom of out there
Still fresh about her. In austere

Nursing starch and white, her scarlet hair

Yet speaks of coral-trees and maidenhair.

*The'second Syllabic form Campbell uses is the Japanese

v

Halku, an extended example being his poem,'"Retlarlus Splder”

~

:(p 34), where every syllable contributes to the charged reverence

- of the poem. = In this particular poem Campbell extends the Haiku

to include. internal rhyme, end rhyme, assonance and alliteration

;The'feeult is a tightly-Kknit poem fully exemplifying the

" conciseness that Campbell had been refining since his first

velume. Camphell further explbres'the_ﬂaiku in "Bikinis" (pp.35-36j,-

a series of fifteen brief vignettes portraying yet again'the flora

and feune:bf,the poet's rural habitat.

' 'Section“VI,'entitled_"Ku—Ring-Gai Rqek Caryings" continues

Camphell's experimentafion with the Welsh Englyn. These

‘epigrammatic poems are an expression of Campbell's interest in
" the Aboriginal paintings and rock carvings to be found in caves
“not far from the original European settlement in Australia, and

“in the-graffiti that has been imposed on these works of art over

the‘yeafs. The poems fit into the continuity of The Branch of

Dodona in attempting to clarify the poet's response to the layers

: of meaning revealed, while at the same time seeking the relevance:

- of the paintings, carvings and graffiti to the contemporary period.

-'The finai»sectien of the book, '""The Branch of Dodona: A

o
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'Commentery on the hives-of_Jasdn and Medea," is written in the
'quified ferm»of.aAGreek drama,‘eomplete with a list of DramatiS'
'Persenae. The poems, for the most nart, are delivered as dramatic
 monQ1ogues. In this section Cempbell follows Dobson's 1ead-in
bringing the characters from Greek'mythelogy to the present to

.retell their stories as contemporary happenings;

B Campbell'srpefceptive analysis of attitudes expressed
-.through'language dominates thronghout:this seetion; for:example,

inl"Murder of a Prince" (p.58),'the stunned silence>after‘Medea's
. grUesdme murder of her brother iS‘btoken by the awkward fhux'pas
of Heracles "I wouldn't mlnd, eh? some ‘barbecued steak?" ThlS
: empha51ses the horror of belng 1nvolved in a 51tuat10n where the
relieffef escape is silenced by an almost‘lncomprehenslble horror
- .. of the’means used to escape,'which, inbturn, is tinged with an

' uneasy guilt. -

The poems in this final sequence progress through the

W_'break down of marrlage, the 1nc1nerat10n of the new bride by

‘a napalm bomb, to "Slngle Apartments" (p.73), where:

A step ahead of -the police | o , '
But not of her past, - ' \
Medea frequented the psychiatrists of Athens. ‘

" The poem follows on with Medea's self-justification, but the

~general hardening of attitudes towards violence is emphasised

through the glib comment of the final.two-lines:

.Her crimes
Are in tunes with the times.

‘Throughout, Campbell links the sequence With_recurring

‘analogic images and words, which themselves repeat images from

the eariiervsections. Altogether, The Branch of Dodona is a
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coherent look at the problems and increasing violence evident
throughout the world at the end of the sixties, and an explofation

. into new forms suited to expressing the turbulence of that period.

'Interspersed‘throughoqtjthe book, however, are poemé concerned
with the individual's - search for peace and harmony. These poems '
ieveal‘a real possibility of order against a background
of'disorder, and two contrasting poems of this nature confirm
,the poet's.faithAin_life. The'first‘pqem,v"Delivering Lambe"

' (p.7); shows. in the final stanza the persona/farmer in an
-ultimate moment of achievement:
© Delivering lambs, you're god: tug at the forelegs

_And drag it, yellow, by the tight lips of the ewe

Until she starts to lick and the lamb starts buttlng

Walk home as ta11 as your shadow in the dew.
The second poem, the 1ast of the Jason and Medea series entitled
"The Return of a Captain" (p.74),4l shows the poet as a man of
letters celebfating a life fully lived, when he writes:

What is there to lament?

Here by the Argo's prow,

The Branch of Dodona

Nods to me now:

'Men and boughs break;

Praise life while you walk and wake;
It is only lent.

41In the Sélected Poems thls_poem has been included under
‘the’ t1t1e, "The Return of Jason." :



CHAPTER FOUR -

NEW FORMS

‘For David Campbell the 1970s was a period of prolific
output in which he publisﬁed considerably more versevthén he
had in hlS prev1ous thlrty years of wr1t1ng poetry. During
these last nine years of his life Campbell's publlcat1ons
1nc1uded five volumes of poetry, twq_volumes of rendered

1 yritten in collaboration with

translatlons of Russian poets,
Rosemary Dobson, ‘and the poems for The History of Australza,
illustrated by the artist, Kelth Looby. Additionally,
Campbell's Sélegtéd Poems was re-issued in an enlafged'

" edition in 1973, his edition off"Poets on Reéord" was
produced in 1975, and, as mentioned pfeviously; his'second:

volume of short stories,. Flame and Shadow,.was published in

1976.

vRosemary Dobson's activities during this decade centred
',moré on.editing, and on her collaboration with Campbell on the.
Russian transiations, -The first anthology she edited was

commissioned by the Canbérra Fellowship of Australian Writers

_ Ian explanatlon of "rendered translatlons" is g1ven
in the preface to this thesis, fn. p. v11

- 104 -
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~to celebfate Fhe seventy-fif£h anniversary of the federation of
.the Australian states. This was published in 1975 by the ‘
Australian National University Press énd was entitled, Australian
Voices: Poetry qnd Prose of the 1970s. Her secoﬁd anthology,
Sisters'Poeis 1; was puﬁiished.in’1979. In the latter half of
. the decade Doﬁson puBlished two volumes of poetry, Greek Coins
“and Over the Frontier. These two volumes will be discussed in

the following-chapter.

| Onevpoint to:be made éboﬁf dreék Cbins is that. it was
_published by.Brindabeila Press, a pfivate prinfiﬁg press operated
_.'bf Dobson's Husbaﬁd,»Alec Bolton; The volume is dedicated both’
‘fo the art of'printing, and to thé art of poetry, and further
“_empha51zes Dobson's ear11er mentloned 1nterest in typography.
: Starttng From Central Station, Dav1d Campbell's volume following
Z%e Branch of Dodona, was-also_publlshed in a limited edltlon

by Brindabella Press in 1973.

The ten poems that comprise Starting From Central Station
érq also incorporated in Campbell's next publication, Devil's
Rock and Other Poems: 1970-1972; published in 1974, and will be

included in my discussion of Devil'’s Rock.

5.1 Devil'’s Rock and Other Poems: 1970-1972: Campbell's
personal poetry. : ‘

One of the major influences on contemporary Ausfraliah'
poéts_was the.publicationvin 1959 of Robert Lowell's Lifé'Stu&ies.
S Inlthé,previoué chapter Roséﬁary Dobson's acknowledgement of
Lowell's work was menfioned. .At a much later!&ate, (1974},

'. John Wright lists Bruce Beaver, Vincent Buckley, Geoffrey Lehmann
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and Evan Jones. as well—knownvAuétreiian poets who were working
in a style ohich.followed the Lowell pattern of personal poetry
osing "a‘protagonist workihé_through~tﬁe material of his personal
I%fe in his poetry, and examining himself in the context of hie.
vfamiiy,'his immediate society and the broader colture generally."2
. Tentative stirrings amongst the younger generation of poets
towards more -questioning and'selffawareness had started,in-the
early sixties_;3 however, Wright's.arfiole indicatee it took
almost a decade after the oublicafion of Life Sfudies for
Lowell's work to‘be assimilated in Australia.

.‘Lerll Qas not tﬁe‘only American poet- to be using Qhat
'_haéjoeen 1003e1y_termed “the coofessional mode." Lowell's
»slightiy‘oideo‘contemporafy,.Tﬁeodore Roethke, published his
first~volume, Open House;jin’1941, ahd from the'beginning
eRoethke traces with frankness and hooesty his lohg journey

towards self—knowledge.

The-work of both these American poets had a_nﬁnor,infiuence ‘
on David Campbell's sequence,v"Starting From Central Station'".4
Initially,- the Lowell pattefn iévobvioue in Cambbell's_use of
autobiographical detail, however, ”Starting From Central S;etion"
differs froﬁ Life Studies .in its conceotration more on the family

?end.past history;-with'the,"éelf" being less obtrusive. Roethke's

- ~ 2John M. Wrighf "What Kind of Self?: .The Authorial Presence
- in Some Contemporary Australlan Verse," Mbangn 33, No 4 (Dec 1974),.

T 364.

- 3See James McAuley, 4 Mup of‘Australtan Vérse (Melbourne
Oxford University Press, 1975), p.2.

4Unless otherwise stated a11 poems in this section, including
the sequence "Starting From Central Station'" are from David Campbell,
Devil's Rock and Other Poems: 1970-1972 (Sydney: Angus § Robertson,1974).
Page numbers only will be used when referrlng to poems from this volume.
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influence is d1rect1y acknowledged in No 8 of the sequence,
"Dance Undressed" (pp 5-6), wh1ch is sub- tltled "(Tume Mr.

Roethke s Waltz)” -5

While the influence remains slight, there is more affinity

'between Campbell and Roethke s work than between the poetry of

"»Campbell and Lowell. Although undenlably dlfferent in personality,

',_both:Campbell and'Roethke, sharlng a reverence for nature,

. continuously use images and symbols of‘nature as analogous to.

‘»; ;the'condition of man. Both poets were initially influenced'

-1:energy and curiosity

»vby_fhe'poetry of Yeats and Biake,jand both maincained a belief in
;the "nueicai-relatienship" ef:fhe poem as an integral inpﬁlse-to'
:ithe'psychic energy of’a noem. " In Canpbell's work the. resultant

vr rhythmic.vitality:has frequent1y,evinced a tone-cf "characteristic

" 6.

The'most interesting_Correlation between_Roefhke's.and 
71.:Cam?be11's work is in their»similar.use ef movement from dark
"to'light; Both poets concentrate on the positive'symbolism of
 “dark" as being embryonic to_growtn. It is, ‘at the same time,
used as an area of confinement which one muec overceme to
' 7evo1ve 1nto 11ght 'For example, Roetnke in "In a Dark Tim¢ﬁ7

’

'attempts to break ‘the bondage of h1mse1f when he writes:

5The poem Campbell is referrlng to is Roethke s ”My Papa's

o Waltz',“ first published in 1948.

_ 6For example, see comments by Yasmlne Gooneratne in "It's
-Droughty in the Mornlng," Hemzsphere 19 (Nov 1975), 36.

, 7In .a. Dark Time'' was f1rst published in 1960, and _
;'republlshed 1n The Fur Pield (London: Faber & Faber, 1964), p. 79.

>
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In a dark time, the eye begins to see,

I meet my shadow in the deepening shade:
I hear my echo in the echoing wood--

A lord of nature weeping to a tree.

A similar use is seen in Campbell's lines in Devil’s Rock, when
in a less emotionally-charged poem, ”Rivers"(p.lS); he writes:
That broader river where the mind's at work

Evolving in the dark

Slow metaphors &and metamorphoses
. And platypus glide like Noah in his ark.

The'point to be made is that both'poets(arrived at a
'meens‘of poetic grthh, and a meens of overcoming disillusionment,
bysusing‘the symbol-of darkness as evpositive starting point.. |
- . Unfortunately, Roethke oid not live long enough after writing
"In a DafkhTime”.to explore many new avenues. Campbell, however,
takes this starting point to-overcome'the disillusionmeht
- expressed in The Branch of Dodona.. .
‘Inbthe seqﬁence, "Starting‘Ffom Central Station;"'Cempbeil
‘explores ways,of-exoressing, in hiddle age, poetry thet will
Abelong to the time in which he is wtiting: In the title poem of this
.seouence the metamorphoses of father and son 1nd1cate the poet s
intent to develop new ways of brlnglng ‘the past and present
together Thus 1n the final stanza, although the dayllght "Puts
7father in a box / And shoves h1m in the dark," the poet's communlon'
with the memory of hls father allows the story of his famlly to
develop from thls "dark p01nt", which, in this context, 151
g symbollc of stored memories. The chenge-ffoh Campbell'slprevious
: method of u51ng the past to inform the present is that the poet
dlscards the role of omniscient commentator. Memorles are no
longertjost\meditated.aboqt, they are now re4iived with the poet

as a-conscious part of the story.
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The sequence goes on to weave. past and‘present into an
~evocative mosaic of an evOlving world. The poems are all
skilfully written but are by no means innovative, using

"~ primarily variants of conventional form.

“ffﬁ_fl' : As Lowell in Life Studiee uses the_ohange from horse-

drawn vehicles to automobiles as a motif for a changing lifestyle, -

‘ Campbell, in the final poem'of ""Central Station,'" "Ellerslie

. Revisitedﬂh(pp.6—7), useshthe motif of environmental change N

]

from rural to suburban. The d1ff1cu1ty of asse551ng the values

"hx_lnherent 1n rapld change when one is part of that change is a
themevgommon to both poets. ,Lowel}’e automobiles remain housed.
-hfi“ the'stables,'While'Campbell brings the immediacy of the
 problem to one's attention when in "Eilerelie Revisited" he
,ﬁsurveye the "ring-barked” trees; thch "are not yet dead".

'While the poet'previously saw the past as in a mirage, it is -

’

- now the present that appears unreal, and thus he states

The past will go on 11v1ng in my head

"}5';v'f' o 'More'real than this'mirage that remains -
Of melting-moments with their concrete swans.

'The'remainder7of the poemsvin:DeviZ's.Rbck attempt to grapple

"with' this problem of assimilation.of the present.

‘..In the.two poems folloningrthe-"éentral Station" sequence,'
':.;.Ah'iiil vv"August A1r" (p-8), and "Local Habitations" (p. 9), Campbell
voices the d1ff1cu1t1es encountered in refreshing one's v151on
'.fi%ﬁ;‘;;: - in middle-age : Gone now, hebclalmsvln ‘the latter poem, is "the
ironic p01se / Of forty and elghteen.ﬁ HlS c1a1m is refuted by

vthe poems that follow and towards the end of the book one of the

‘:‘
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individual ﬁoems, "Oﬁ Not Becqming the Sea " (pp.34-35),

dempn;trétes Campbell's rec§gnition that ﬁis imaginative>

vision'and wit have not;deseited him, and thus he is able
to walk from #he sea with "A Muse on either arm."

"fvfﬁ. ,55__}- - Héving'éerved a long apprenticeship to his craft, Campbe}l_
'ieaiizés it is not 6n1y Vironic'pqise" that.contributeé towards
_creatiné poetfy. In "Pallid Cuckoo" (p.41), the ordered notes of
~ the bird (as_exﬁléined in regard fo‘Campbellﬂsifirst'"Pallid'_

"Cuckoo"bpbém_froﬁ'fhe Cocky‘s Calendar sequénce)8 are given as

a remindgr that yegardleés of subjeét:matter, whether it be
~;:ﬁfagicJor humoroug, “the strict priﬁciples of art'" will aSsisF

.'yhé p6et‘to define experieﬁce with.precisioﬁ, and fhué eﬁablel

:.hi@ito gi&éva_éharpness\of focus'éﬁd new freshnesé to the\song

‘he -is singing.

Almost as if they were written for this purpose, two poems

' stand out as examples of the defects possible when not containing
. : : . —_— T r——
one's art, and of the effectiveness of .adhering to the strict

principles of art. . '"The Tourist Trade" (p.26) is a_satirical
L ﬁalléd about'the’déstrﬁctiveneés'caused by tourism. Despite some

‘i'humorousllines, there is an underlying note of savagery that

detracts from the poem. As mentioned in Chapter One, cynicism
' *o? saVagery_is atypical}of_Campbell's.Wpfk,\and frequently leads,
'vasvis thg_tase_in "The Tourist Trade,'" to an exaggerated

indignation,. By contrast, "The.ShortesttLine"‘(p,32); a‘pdéh ,

- 8For explanatioﬁ see ChapterThree of this thesis, p.68.

[
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that protests the short-sightedness and destructive stupidity
of man, contains theme and-techniqhe within the strict form
of the:villanelle.' It is a combination which effectively

directs the poet's anger into a sharp and lucid statement.

To adhere to the Qtrictness of the villanelle,howevet,
is not necessarily the only Way’td write a poem, and thus
Cdmpbell turns to the quatrain and a more relaxed, contersational
tone to write a sequence of four poems entitled, "Lettérs to a
 Eriend“} Dedicated'"Fo;»DouglaS Stéwart," these‘poems pay tribute
to Stewart's friendship and advige,.and his encouragement of
Campbell to continue writing his;poetry. Stewaft»was also
'responsible.fqr éiting Campbellna great deal of information

:on the background of the Kuringai rock carvings.9

The pbems'in "Letters to a Friend,'" however, go beyond
fmerely belng a tribute to Stewart. In the first poem, "Sandstone
'Country" (p 12), Campbell evokes a fee11ng of an ancient land
whlae at the same time describing the country51de and recalllng
past eicursions with Stewart. In the second poem, ''Rock
,Ehgravings"'(p.IS), the fascination of the engravings takes
tvéf;asvthe poet asks:

| Whose was this artist's ochre- 5tenc111ed hand?

And what mythology
Kept rock alive although the tribe was dead?

The7interest in‘His.family history thét previously was the

concern of the "Central Station' sequence now turns to an interest

'in Australian history and the rélics of the Aborigines, and their

. 9Kevin Hart, "Interv1ew with Dav1d Campbell " Makar 11,
‘No.1 (June 1975), 8 .

—
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relevance to the present. In "Wells Station" (p.14), fhe.pogt
réturns to his own ldcality-and tries, not.too convincingly, to.
place the imminent threat of encroaching suburbia into the
“reaiity" of his cfeated world. It is an assimilation, that to
Campbéll,requires working on, and in "IV. Rivers" (p.15) the
passage Quoted earlier, "That broader river where the mind's at
Qork / Evolving'in the dark" again delineates the proposed

archetypal journey of the poet's mind.

There are four remaining sequences in Devil's Rock; tQé
concentrate on specific Australian iegends, while the-other two
~ extend the imaginative recreation of subject mattef proﬁpted‘by
the rock cérvings. Of the two sequences concerned with legend,
"Kelly Country" and "Mackenzie of Mackénzie Country," Campbell
has statedfthat the '""Mackenzie Country'" poem was cémmissioned> .
.'by.the B.B.C.lo'Ag he assumed the B.B.C. was expecting a country
péem, "Mgékénzie:Couﬁtry" was written as a longer version of
his breviéﬁs.countryApoems,.énd does not represent.a new

- development in Campbell's work.

The other 1egend>seQUence, "Kelly Country," is written
as an imaginativé recreation of moments and events of the Kelly
- story viewed frqm the present. The juxtaposition éf past and
present is occasionally marred by a catch-phrase such as ""Make
~,L0Qe hot war' ('Power's Lookdqtf;'p.17), but this is compensated
for by the rhyming céuplets.of "Thé'Eieveﬂ Mile Créek" (pp.18-19),

.

which end with a remarkably compressed image:

- 10Hart, Mikar 11, 4. | .
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. Four eagle-nests in the one tree:
A country rich in poverty.

in "Glenrowan" (u.ZO),-physieal poverty remains in the form

' of the run-down town. However, Glenrowan does boest two new
churches and this leads to the f1na1 poem, "If it Moves" (pp 20-21),
'where Kelly, although likened to anlmalsAof a predatory nature,
alSe shares with“them'e shiritual freedom far above that of the
lifeless in fiesh‘and suirit,v"Businessmen / [wno] Sieep quiet

in bed". The ability of institutiOns>tb quell spiritual freedom
h7is reiterated in the ironic finale;. |

"If I'd my uay

I'd shoot or hang

All thinking men

Wh11e they are young."

'"Kelly Country” is’ successful in that Campbell has shown the
qualltles that attract people to the legend, but his d1$111u51onment

With‘the present remains.

The next sequence to be discussed, "Devil's Rock and

. Other Carv1ngs," is comprlsed of fourteen, feur line poems wh1ch
are similar in their use of the Englyn form to .the poems from ‘the
"Ku—ring-gaiﬁ sequeénce in The Branch of Dodona.

A‘Of mejof_importance in the VDevil'sARQch" seeuence'is
Campbell's'perfection of the seriai form., In "Devil's Roek"'
each poem“can be taken as'a'statement compiete in itself, while;
at the same time, each poem bullds up and embelllshes the story
.the poet’ is telllng.. In "Kangaroo_and Ship'" (p.22), the theme'
- of the story encompasses the emblems of the.Aborlglnes, the
arrlval of the Europeans and the" subsequent destructlon of

the blackmen a11 compressed into the four 11nes
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The boomerangs hit home, yet the kangaroo,

Shy sandstone beast,
Is already vanishing, a sailing ship
- Tattooed like a cancer on his chest.
The poem.justifies Campbeli's use of the syllabic:fofm for
every'WQrd contributes to the cémpiexity pf\the story. An
éxémple can be seen in the single work, "cancer'. The: word
‘blends past and present in relating to. the saiiing ship that
>j.bringsbthe Europeans, while also standing out as a prophetic

' “evocation of the slow and painful death of the Aborigines and

‘their way of life; which results from the arrival of the Europeans.

A similar compression'marks his following poém, "Hatchings"

(p.22), Which takes the emblem of '"cancer" and relates it to the

spread of subﬁrbia with its subsequent destructiﬁé effect 6n the
_environmeﬁt. Campbell's;dévelopment in his ability to compress

i§ emphasiSedehen»one recalls thaé»in "Town Planning,' from
':fbemé;'it took five.stanzas to make the statement he is now

\

.. recording in four lines.

The sequence continues in this compressed manner, using

" the actual rock engravings and superimposed gfaffiti to recreate

.the links between the world of the Aborigihes and the world of
‘ﬂﬂ . the Eurépe;ns uﬁ until tﬁe»withdrawaliof the tribesmen who
:l§urfived the white settlément.

. "South Coumtry," the final sequence to be cohsidered,
is.again a.recreation of the early days of European settlement,
ihéluding, fhis_time, a further de#elopment of Campbell's family -
history; The sequence is writtén in sonnet form, using both
Shakéspéareén and Petrarchan rhyme schemes, which gives to it a

-~

compressed eloquence, while the frequent use of enjambment introduces
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‘a relaxed, conversational tone.

~'Aga'in the~sequence is started from an image of 'darkness'.

This can he seen in the first poem,'"Biack Gins' Lookout" (p.36),
in both the title of the peem, and the siﬁile of the "banksias"
as,hfull-lipped and dark in their gréen caves / Like wivee of
t:ibesﬁen .. ; . " ."South Coumtrj"»combines mahy of the
vexperiehces ef Other sections.of Devtl's Ebck. The mystical:
quality of the bush which wes.toiced in the rock carving poeﬁs
- where '"Magic haunts the bush" (""Emu Hunt" p.22), is again '
‘evoked ih-"Biack Gins' Lookout" as the "Mist clings" and "trails"
_astthe.pefseha isv"Riding through bush in rain with the hush and
Adfip / Of raindtops.from hy hat.'" The pervasive noteis that of
isolation,\so in "Burning off: Depet Beach" it comes as no
sgrpriee when the "smoke columns risihg blue between /'The'
;_patterned>c01umns of the spotted gums' prompt a recollection .
of the links hetween-Cook carefully noting the fires of the
Ahotigines, and the Aborigines drawing a ﬁicture of a ship with

. "a whole world arched between".

| . In "The First of the Lumber Men: Little Pebbly" (p.37).
:’end "Piers for Campbell's Wharf: Pebbly Beach" (pp.37-38),'
- Campbell turns hlS attentlon to the 11ves 11ved by the early
'European settlers This time the poet concentrates on the
p051t1ve qual1t1es of ‘the new arrivals, such as braveness and
‘perse verance, qua11t1es which enabled his ''great- grandfather"
to. moor 'at a clansman's wharf5 The poet's recognltlon of
- human ttdnsiehce.is’evident as he sﬁrveye the relics of pest places

. of’settlement; It is these relics, with their stories which have.

>
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been told and which remain to be told, that form part of an

‘evolutionary history.

It is at this point that Campbell does ‘appear to come
. to terms w1th the a551m11at10n of the present In "Sanctuary"
‘»(p.38), the-past.and present are 1ntegrated in the imagery of
the '"kangaroos" as ghosts of the victims of a revolution. The‘
juxtaposition of the persona's alienation with that of the poet
..is exemplified, ahd,'at the same time, resolved in the sestet
where:
Now in age in a strange and alien land
_ * She stands with her kangaroos in the dusk to look
- -For hunters in her sanctuary, and her mind’
.- Rounds like the cat's-paw sea memories like rock

Into manageable shapes smooth to the touch
- And not like lovers' heads rolling on the beach.

The final péeﬁ in this sequéﬁce, ""Rock Pool' (pp.38-39),
 sqmmari§e$ Cémpﬁell'svwhole deﬁelopnent iﬁ juxtaposing the
'reﬁeQal of nature Wifh the renewal of maﬁf For in going back
tq the very elementél amoeba of the rock pobls he again looks -

~at the éternal movement from dark to light, and thus is able
to continue singing:

: Pralse and be pralsed'
An amoeba wandering in her cave caressed
With its ghost-hand the darkness, and Tts cell
Divided. In that blaze the two embraced.

4. 2 Davxd Campbell Deaths and Pretty Cousins and Looby/
‘Campbell, Z%e History of Australia: The Contemporary Mode.

" One of thé reasons for David Campbell's increased output
 dhring the seventies was the award of a three-year Senior
Feilowship by the Literature Board in 1973. Now able to reverse

-hlS t1me allocatlon for his two major roles in life, Campbell
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spent moré time writing with farﬁing‘reduced to an incidental
activify. It was also during the seventies that it was realized,
:thét_Canberra had begome something bf a literary centre, haviﬁg,
'as Geoff Page claimed in 1976} "more gbod poets per head of
rpopulation_than any other city in Aust;aiia."ll This additionai'
chntact witﬁ other poets and their work, especially.xounger
éqets, had a stiﬁulating and freeing influence on Campbell's

: work.lz o |

Another influence on Camﬁbell's york wés his collaboration

with Rosemary Dobson and the translétor,'Natalie.Staples. In late

L 1971, Natalie Staples began making literal translations of the

t

work of the Russian poets, Anna-Akhhatova and Osip Mandelstam.
These trénslations weré passed on to Dobéon and Campbell, who -
then wrote tﬁeir own interprefations. Campbell was particularly
infiuenéed byifhe depth of experience which informed Mandelstam's
work, and the discipline of working on the translations, Campbell
felt; "had a greét freeing—up effect qn,[hiﬁ own] writing."13
‘The book thaf resulted from this cbllaboratidn, Moscow Irefbil,
was published in 1975, énd will be discussed in the final section

of this chapter.

Moscow I?efbiz"was but one of the two books thét Campbell

Geoff Page, '"The Poets in Canberra," Review of five poetry
" volumes including Campbell's Deaths and Pretty Cousins, in The
Canberra Times, Jan.9, 1976, p.6. For a more detailed comment
on The Canberra literary scene, see R.F.Brissenden, "Remembering.

David Campbell," Quadrant XXIV, No.113 (Jan-Feb), 1980, p.19.

12This point has been made on many occasions and is referred
to in Campbell's interview with Kevin Hart, see Makar 11, p.7.

-,

" 1¥Mart, Makar-11, 5.
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published in‘1975.14 The other, Deaths and Pretty Cousins,
shows that Campbell's mature and synthesizing talert had brought

“him fully into the contemporary period.

" In Deaths and Pretty Cousins the initial clue to Campbell's
- full recognifion of contemporarf modes is in the iﬁtroductory
quotation which is.taken from Willem de Kooning's; ;Three'
Ameriéans,"."fheh'there is a time in.life when you jus; take
a wélk: / And you walk in your own laridscape." One can
legitihately relate a statement éuchbas this to Campbell's
earller rural: poems about the Monaro landscape on which Campbell
had already commented: "Sometimes I had the féellng that. I was
'iiviﬁg'and riding around in a world of my own creation.'®
Indeed'if'oné looks back to the poems concerﬁing matter and
'.energy'in Poems (i962), oﬁé can see that Campbell was already"

taking a step into a concept which would relate to a clearly

envisioned inner landscape.

In the Voluﬁes following Poems, Campbell has increasingly '
sbught ways of.understanAing and expressing the physical and
lmoral'shifts in society. Iﬁ Devil's Rock Campbell's awareness
_ of the discontinuities of a known woild forces the poet to 106k
mdrgléiosely.into'hihseif where the mind‘will evoive "slow

metaphors and metamorphoses." What eventually emerges in

‘1431975 could be classified as Campbell's most successful
year. - In addition to the two volumes mentioned, his edition
of '"Poets on Record" was produced, and he also received the Patrick
White Literary Award.

15pavid Campbell Reads from his own work, Poets on Record
14, ed. T.W.Shapcott (St.Lucia: University of Queensland Press,
71975).. Quotation from "Notes,'" p.15, which were written in March,
1973. : '
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Campbell's work is an effect similar to that which Andrew
: Taylorvclaimsvmarks the contemporary quality of Robert Bly's
poém, ﬂListening to President Kennedy Lie about the Cuban

Invasion." . Taylor states:

~ The' final, accumulated effect is one of
freedom of spirit and a resilient psychic
"toughness which is not, in any simple sense,
nourished by mother Nature, but which shares
. in her energies and processess. The poem
~doesn't explain that sharing, it declares
it in its rhythms and its language.l®

. These ét;riﬁutes are oleariy evideot in the poems that
1campboll was writing at this time, which wero prompted oy fhe
“  oér}y-drawings of Keith Looby. Looby's'drawings-énd Campbell's

‘:poems, p1Usohis ""Ku-Ring-Gai Rock Carvihgsﬁ éeqoence from The
f’qunch-of Dodona, were published~in association with an . |
exhibition at.The Macleay Museum of The Uoivorsity of Sydney .

 >ih 1976 under the title, The History of Australia. 17
',Campbell, in commenting on “The Looby Songs,ﬂ claims

Kelth Looby s draw1ngs showed "matter comlng a11ve in much the -

»_' same way he ‘had 1mag1ned it would "18 What g1ves inner harmony

‘ tov"ThevLooby Songs" is the idea that thought also evolves from
- matter and thus the dance cannot be divorced from the song. In
"TheiLooby,Songs" Campbell.takes mofe-liberty»with language

" than he had previously done, anﬂ this results in a contemporary

. 16Andrew Taylor, "Irrat10na11ty Individuality Drug Poetry
 Romanticism - Where We Are Today," Meanjin 31, No.4 (December
1972), 377.

L 17The exhibition was about Aboriginal-European Inter-
relationships and was entitled The Moving Frontier. Campbell's

- "Looby Songs," a sequence of six poems, are re-published in his
latet book, Wbrds Wzth a Black Orptington.

18Hart, Mukar 11, p.6.
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A_11terary surreallsm which emph351zes the irrational flow as

mind and energy recreate primeval man. All this 15 made plain

‘f'in the first.poem of_"The Looby Songs," which strangely enough,

(or not so strangely, as it captufés,the element of fantasy that
Looby was striving for), recalls the tone and language used in
the children's story, The Bunyip of Berkley's Creek. Again,

Campbell uses the symbol of-darkness as an embryonic gfowth of

- consciousness. This is quite explicit in the first song which

- reads:

In the beginning word and light were one.

Matter is light in chains.

From bonds of darkness, tender blades of thought
Twist green tongues round the vowels of night.

Thought flickers in the darkness 1like a tree.
" What is a tree? My dream.

I woke and broke the rock and am a tree.

The question begging now is, Who are you?

Is, Who are you? Is, Who are you? The owls
Think themselves into trees.

And T am green in love with green. We dance,
And flowers release like stars their energy.

The sequence'gOes on to relate in very sensual terms a sophisticated
.and witty view .of the evolution of man and nature.and the confusions

- of earlyvchildhood; while in' the final songvthe fﬁll'maturity of

the male/female relationship is reached.

Campbell, throughout his work, has written many sensitive
and warmly sensual love poems,'but occasionally his zest for
living breéks through into a 5waggef, which, I feel,'viewéd

subjectively, can‘mdstly be forgiven because of the bounce and

' delight evoked-in poems of fhis nature. The final stanza of the

sixth "Looby Song" is an example of this swagger, but it is,

however, ameliorated by the poet's punning'bﬁ "beard", which is
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used both to reveal the ageing process as well as the process
of arriving into the clear light of maturity. The lines read:
The sun is a chauvinist pig. He walks
Whistling our hair away.

I came by day to beard him, and he stepped
-Into the meditation of the sea.

The combination.of "The Looby Songs" and Keith Looby's
drawings is a geod example of the correlation of two art forms.
Both poet and painter‘heve arrived at a view of evolution which
is both individuéi and EOmplementary, and synthesizes in the
ability of both artists to render a mature.vision of the many.»-
. mysterious, irrational, humorous, and yet serious attributes,

which all contribute to their picture of man in evolution.

The multiplicity of ettributes that Cahpbell incorporeted
in his "Looby Songs" wete previoﬁsly expressed at greater length
in.Deathskaﬁd Pretty Cbﬁsins.' In Deaths and Pretty Cousins
.Campbeil writes about a wide range of'subjects, all concerned
with rea]]ty as the 1nd1V1dua1 sees it, and with the means of
vexpre551ng that view of rea11ty so‘as to go beyond the 1nd1v1dua1
U1t1mate1y, it is the landscape of the poet's interior world
that emerges, and the prec151on w1th wh1ch this landscape is

deplcted reveals new 1n51ghts 1nto a fam111ar world.

~That this is the poet's ihtent is obvious’in the first
poem, "Snake" (p 1), where snakes. are likened to a 11ne of
_poetry, "Setting ears back, ha1r on end," and the poet s
ultlmete ambltlon is to write "A line like an icicle!" This
feenthly be achieved if'faISe social inhibitions are cast off,
: thue in the two poems following, "Dovecote"r{b.Z) and "Fairy

3

Martins" (pp.3-4), the desire to escape inhibiting attitudes and
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physical restrictions is’expressed. .
A second theme of importance to the poet in Deaths and Pretty

Cousins is that of environmental issues. - In "The Anguish of Ants"
(pp.6-§),—thrbugh its ﬁse,of the study of ecology, the ahalogy of

the ant-word to fhe.human wérld_turns a condemation of environmental
destruction into an ironic comment on man's self-destructive
tendencies and anxieties that arise out of the thoughtless ﬁursuit
 of quéstioﬁable ﬁrogress. Fﬁrther poems on envirénnental problems

are '"Wether Coun;ry" (p.30), a sonnet on the cleéring of farmland
~to make way for pine forests which’érg ihtended for the pulp industry,
and "Bellbirds" (p.31), in which forest clearance for hbusing
»éetﬁiements‘leaves the bellbirds deprived of their qatural’habitat.
AuStralién literature, and.concomitantly lifé,'have come a long way .
"since Colpnial times. No longér do we ha&e the agonmlyAbf'the eérly
>poet, Henry Kendall's; bell-birds §inéing Maytime songs in Seﬁtembér.lg
Ingtead, the bellbirds of Campbell's'contemporary poem are now
cdnfined in cageé.Where they rarely(ging at all: |
'As>a group';hése ﬁoemé make an intéfesting comﬁent on

,'ékploitive.ecolégy. The éumulative gffect of»sﬁch exploitation

i§ posifed in "Portents Over Coffee" (p-32), in which three forms

.of abéifa;ion}_reéulting from over-exploitation, are detailed;

USing free-verse to emulate the tone of journalistic objective
reporting, Campbell cohvéys'the underlyingtdéyasfation of all -

’three situétions. The qutaposition'in‘"Portents.OQer Cofféeﬁ
of énimals, humans and birds, reiteraées tﬁe>poet‘s awarénesg of

mén aé.an intégral‘pért of the ecological balance, while managing to

Ty

19See ‘Kendali's poem, "Bell-Birds" (l1ine 10) in Selected
. Poems of Henry Kendall, ed. T. Inglis Moore (Sydney: Angus &
- Robertson, 1957), p.4, '



123

" avoid the intrusive self-consciousness which mars some of

t

Campbell's previous poems of social censure.

-The eontemporarf relevance of de Koon;ng's lines in
“Tegard to Walking in one's own landseape is noted in Campbell's
'immersion'in the energies and processes of an all-encompassing
‘nature. While the landscape in the environmental poems in
:_Eéaths and Pretiy Cousins emphasizes ecological ihbalance,
:da'newvset of rock>carving poems, "Sydney Sardstone" (pp.34-36), .
emulates the rhythms of nature in an attempt.to internalize
~man in an historical landscape. This sequence' of pdems on
rock'car&ings concentrateslmqre on the fragility of-thingé in
the'eontext of the inexorable process of nature, rather tﬁan
emphasizing the emblematic meanings as was done in the previous

‘rock-carving poems.

' Thus the ﬁarado*ical_nature of permanency can be noted
iﬁ."Seaguli" (p.34), whefe.the flight-of the'bifd is "stayed"
in stone, not fef all time, however, but as "A mement Qeethering
fo eternify". ‘in'"Woman and WhaIe" (p.35), the "girl" in the
. jaws of the whale is seen as "doubly lost" as the carving 1s
slowly be1ng erased by the natural weathering of the rockface.
And in "Ball's Head" (p.35), the human 1mp051t10n of the rumbllng
city implies that the ''flat rock-among / The»wharves and tankers"

will eventually be swallowed by ‘the c1ty, as surely as the carving

depicts -Jonah being swallowed by the whale.

The "Sydney ‘Sandstone" sequence does not have the compression

and freshness of Campbell's earlier rock-carving pbems, but as

e

’hiSfory is preserved in many forms, Campbell shows that he too can
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interpret his historical sensé in new and variéd forms. In

the poem folldwing ""Sydney Sandstone" Campbell writes a macafdnic
eq;itléq, '""Le Wombat" (pp.37-38). In this péem ?he incongruent'
natu;é of some of the early historical records is ‘evoked in
genial terms, but the final line of the poem could well describe
Campbell's increasing willingness:to be open to new experience
" and new forms, that is his willingness "Au fond de 1'Inconnu

pour trouver du nouveau!"

James Tulip, in a two-part article-on.contempbrary.poetry
came to the conclpgion ;ﬁat, "The—cﬁallenge for Australian
poetry in the 1970s is to find its "Integrétor," someonebto
briﬂg'the‘extremés toge'cher."zl0 It cannot Be claimed that
Céﬁpbell fuliy realized‘this'ambitious_role. However, the
eclectic nature of the poems in Deaths and Pretty‘ébusins,
‘,wifh a combipgtioﬁ of formali#m iﬁ téchnique,'cqncomitant
with expefimentation’ﬁith lénguage énd form,,doeé cast'Campbell
in a minor way as_ an inteér;l figure between twb.generationé

T —
— . -
. of poets. -

An example ofvthig dual role can be nofed in Campbell's
 usé of.the.sonﬁet form. Having looked at the~first thirty

'ycurs of Cumpbéll's poetic endeavour, one - may sce that the

sonnet stands out as 'one of his-favourite and most-used technical
  forms. Deaths and Pretty Cousins contains its share of sonnets.

One, '"Wether Country," hés already been mentioned. -Additionaliy

20James Tulip, "Contemporafy Australian Poetry--1,"
Southerly 32, No.2 (1972), 99. The second part of the article
~is published in'SouthePZyISZ,,No.S.(1972), 176-95.
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-:.:,[1.; there is a sequence of five sonnets in the earlier section of the
| :f:.book which look back on personal'friendshrps, and the peopleiand
places which form part of Australian—literature and history.
”» Although there is.somevlooseness in the use of enjambment and the-
:q“occasional coiloquial termf‘thehobjective formalism of an older
generation is'retained in these earlier sonnéts.. By contrast,

"jWhen compared to the seven sonnets which maké up the title sequence

. :of Deaths and Pnetty Cbuszns, the ear11er group can be considered

strlctly formulalc. ' | |
"Deaths and Pretty Cous1ns" (pp 63 -67), is a hlghly compressed
brsequence wh1ch Tecounts famlly hlstory from the time Grandmother left
*j)her_family to live'with Mr.-Hughes, untilvher death. The_success of

. the sequence lies in the immediacy-of image obtained throughvthe

poet/persona's'rapid.role changing. These changes allow a dis-

iocation of .sense and imagery'which isvheightened by Campbell's

: kaleidoscopic'colour imagery, and which enables the poet to weave

in the dlsparate elements wh1ch eventually contrlbute to the overall

hlstory The sequence 1s}wr1tten with 1ncre351ng suppleness,
- Campbell's surreallsm.ls nou more essentlally concerned with the
x experlences of the subconsc1ous than w1th any 1ncongruous Juxtap051t10n,;
but what makes the sequence fit into the contemporary f1e1d is not
only Campbell's freeing of though:and form, but also his complete

, 1dent1f1cat10n w1th values ‘of both the past and present. This allows

r_the poet to move from the merely personal to the soc1a1 element and

is ba51c‘to the sequence,for the ten51on of the poem is obtalned

hif" . through the portrayal of the individual's quest for freedom set

"' against past social expectations.

Vo

>

The individual's quest for freedom is also the theme of a

"ﬁﬂjigroup of.poems under the title, "Red Bridge" (pp.39-51). Taking for

i

'
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:ita subject art~and artista{ with the emphasia on the life of the-
:Vartist, the ""Red Bridge" poenms, apart from two sonnets and four
lines from a poem of Rosemary Dobson' s,'are written in unrhymed
-syllab1c form. Of main 1nterest in thlS sequence is Campbell's
considerable knowledge-of European Modern art, (there is also a
-.reference tofAmerican art); lt is; however, when he looks at
~f:the art scene with.a countryman's eye that Campbell's two worlds
blend.. 'The synthesizing of these two-worlds'culminates in his
V'poem on "Cezanne"'(pp.45-46),,where Cezanne's work is contained
“in - the lines:f | | |

Mont Sarnte-Victoire prayed for him

Fruit and fields showed their true sides

~ Melons worshipped at the classic dome of his head

Peasants played cards 1like royalty
' ignoring him.

| _4 3 Campbell and Dobson, Moscow Trefoil and Seven Russian Poets"
- On translat1on ’ . I

In his introduction to I%e’Literature of’AyatraZiaa
.Geoffrey Dutton'makes,the'claim that:"More Australian poetry
i'ehae been translated and puhliahed in the U.S.S.R. than in the

U.S.A. and Unitedeingdom comhined.'f21 The claim was a
parathentieal comment‘ but if this is the case,-the pnblication

~of Rosemary Dobson s and David Campbell's Mbscow Iveszl in

©. 1975 should have helped to redress the balance

That the book is an experlment in translatlon.ls ment1oned

V»r. in the Prefaeevwhich is written by Dobson, Campbell, and the

translator, Natalie Staples. The Preface also describes the

.,

: 21Geoffrey Dutton, Introduction to The Literature of Australia,
. ed Dutton, Rev.ed. (Ringwood: Penguin Books, 1976), p.7.
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' way in which the project was handled. 1In the first place,
Staplés made a literal.translation of the poem.  Then Dobson
énd Campbell proceeded to wriﬁe th;ir\own versions, retaining_
as closely as possible "the qualit& and_charaéter of the

original poem.'" 22 Most of the poems in Moscow Trefoil are

-~ printed in three versions; the original translation, and then

a’poem each from Dobson, and Campbell. Occasionally there is

only the translation and one poem printed.

Mbscow ITefbiZ also 1nc1udes an enthu51ast1c Foreward
written by A D Hope, in wh1ch he proffers the op1n10n ‘that
‘"the book: consists of a serles of 1ndependent poems standlng
‘aln their own rlght on themes treated by the two Ru551an poets
 and taken up by the two Australlans in somethlng the way that
o ?ope ] EpzstlgvtovAugustus is based on Horace's Epistle to
.Aﬁgﬁstus.”‘ Hope also dglineates.thé‘diffefent approaches of
‘ ‘.Céﬁpbell ﬁnd Dobson in a descriptive‘image which has'CgmpBéllv
v q”déScend like thé eagle of Zeus on the poemvhe is to fendérg"
while Ddbson,.ﬂflowsbrdund,and over’aﬁd thrdugh the poem.'"23
Hopé's-imqge-to Ebnvéy Campbeli's approach.ié father too
:':.emphétiéé however,“iﬁ‘many‘of the rendefings of Osip Maﬁdelstam's
'Anpoems, Campbell fréquently w;ités a version giving added stréngth
.6f urgency to the«briginal translatioﬁ;‘ Dobson, on the,other. 

“hand, often starts from a personal meditation which aIlows her

zaksemary Dobson and Dav1d Campbell Mbscow Trefoil: Poems
f?om the Russian of Anna Akhmatova and Osip Mandelstam, transl.
- Natalie Staples, Forward A.D.Hope (Canberra: ANU Press, 1975), p.xiii.

23A.D.Hope in Foreward to Moscow Trefoil, pp.vii-ix.
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to absorb the moment or event, and then extends it to an

.objectivé statement.

- It is difficult to give too many examples when there

- are. three versions of each poem, however, in this case a

répfinting of:Dobsdn and Campbell's version of "Cold tickles
thé.crown" would illustrate more clearly the effectiveness of
.each approach. Campbell's version (p.12) reads:

-Cold prickles in my.hair;
There is so much to tell!

Time wears me down like a pair
‘0f shoes to a crooked heel,

S Life gets over its shock,
o LT Sounds slowly melt and chime;
But something is always held back
And there is no time, no time!

It was better once, green blood,
There is no comparing how
Leaves rustled then in the wood
With how they.rustle now.

No doubt we must pay and pay

‘For the act of the lips' telling:
The tree-tops stir and sway,
Axe-marked for felling.

Dobson's poem on page 13, reads:

. A sudden chill. My words are stopped.
Is it a footfall on my grave?
Time wears me through and cuts me down
As use wears down a leather heel.

I learn to overcome, recover,

Little by little sound comes through,

But there's. this constant want - this need
For something that one cannot name.

Wasn't it better long ago?

‘There's no comparing then and now .-
The stir and fever in the blood
With this.dry rustle on the bough.

The poet: pays the'highest price
Who, like_the flautist, shapes his words
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With moving lips. He is that tree
Whose leaves are tossing as it falls.

At times the forcefulness of Campbeli's versions, and
his ability to compress,Asucceeds in'capturing a néte-bf urgency
that surfaces in many of the Mandelstam translations. Dobson,
for her part, captures:more»successfully-the note of wonder and
timglessness-which iﬁforms an'ear1y Mande1stam poem, "Hagia
‘ "Sophiaﬂ (1912); (Ddbsqn's versién:page.42), and which is still
| rétained in "Impressionism," written in 1932_ (Dobson's veréion

 p.45).’

in 1912, Maﬁdélstam, Akhmatova, and hér husband, Nikolai
_GUmiIev, fpunded a Poets' Guild whoée members were la;er reférred
to as -Acmeists. Bésically Aémeism was a reﬁulsion against fhé
fhectic,romanticism,f'ideological' preoccupations, and high-
priéstly pretensions" ‘of the Russiaﬁ Symbolistslof thaf tiﬁe.24
:The Acméists,in rejecting.the Symbplists, £ejecfed their
_ apocalyptic view of chaés. Instead they looked to cplture
and_t?adifion,-and especially to the éonstrucfiVe_values that
they feit»were epitomised in mgnyﬁqf_the massive architectural_'

‘structures{ as values on which they could build their poetry.

' Dobson, in her version of '"Hagia Sophia," captures this
concept when in the third stanza, referring to the builder,

" she asks:

_ 24Ma_lx Hayward, ''Akhmatova (1889-1966)," in Poems of Akhmatova,
trans. Stanley Kunitz (London: Collins § Harvill Press, 1974), p.8.
The ideas in the paragraph following are also gleaned from Hayward's

notes. . ' ‘ '

o
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Was he, too, stayed with wondering -
The framer of your high design
Who bodied forth exhedra, apse,
To east and west for all the world?
And in the fihal stanza, continﬁity despite chaos is revealed
 where:
Wisdom's embodied in the sphere
That turns and turns through infinite time.
From the dark gilding far above
Eternally cry the seraphim.

In the following poem, "Notre Dame' (p.43), Campbell
' 'captures the sense of the immense power of order which is
{epitomised in the structure of the roof of Notre Dame, in his lines:
" You step ocutside if.you need proof’
‘How flying buttresses may rear
To keep a mass of stone in air
Against the downthrust of the roof.
- Mandelstam's final stanza in this poem foreshadows the events
of his life. Steples' translation (p.42), reads:
But' the more attentlvely, stronghold Notre Dame,
I studied your monstrous ribs,
The more frequently thought I: from an evil weight
- I, too, one day shall create beauty.
Campbell's dlstlnct voice comes through very strongly in his
ver51on30f this paragraph which reminds the reader that these
poemS'aresbeing'rendered from a translation into the language
and customs of another country In most of the poems there
is also a con51derab1e lapse of time. from when they were created
and thlS shows up in the final stanza of "Notre Damé'. Campbell's
version is extremely.skllful, but his very sophlstlcated 1970's
outlook fails to capture the primitive awe of the original. For
comparison, Campbell's lines are:
" Ah Notre Dame, you steel my'eyes.;
Yet weigh like evil on my skull:
. Ambiguous and beautiful

One day .like you my songs shall rise.
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- In turning to the work of Anna Akhmateva, the major
;problem.one encounters 1is to translate and interpret.the scope
~-.of her work and life in'juet a few poemsl Dobson and Campbell,
in.the preface to Moscow Irefbil,appear to be more impressed -
.with Mandelstam, "Whose world view, whose strong feellng for

| hlstory and the phllosophy of hlstory, and whose strict
r_observance of poetry as a vocatlon to be taken with great
- serrousness and dedlcatlon" made, they clalmed "a very strong
impreasion_en us allﬂ'zs Akhmatova, however, lived'from 1889

‘ to i966.-'it,was a.iifetime.that/epannedua peried frdm the days

{.of the Téars-(féar Alerander III).umtil the;comparatively lenient
‘. Soviet regime of teonid Brezhnev. One of the most remarkable
T things apout Akhmatova is that she survived thrOugh the |
'turbalence of revolution, wars, and pelitical persecution,

' wnile retaining, intact, her love for her country.

A fThe»seieetien.of Akhmatova's poems in Moscow irefbii covers
thevperied from'the early”leOév(when the tirstﬂlong—standing.
ban‘en.Akhmatova’s work was lifted) and finishes with the title
t sequence, UMoacow Trefoil;ﬂ written frdm i961-1963. .The first
" of ner.poens printed in Moscow Trefoil ‘comes from her "Northern
Elegies" seqﬁenee. :Although'written in. 1945, the first poen .

* looks baek»to the time of Dostoevsky's Russia, and culminates
- _in>the'birth-of the pbet.v |
Campbellds version of the first "Nerthern Elegy" (pp.61;63),

1captures the changing scenes and remembered places and peopie by

_ 2iuampbell Dobson & Staples, Preface to Mbscow Trefoil,
P. xiv.
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delineating eacﬁbscene with a conciseness of lénguage which ,"

" gives the impressién of viewing a séiies of transpa;encigs,' (
For tﬁe most partkhe is.writing'free verse which is held closely

'iﬁ check with an occasional use of internal and end thyme. The
_vincfeasing foreboding of change, in the final stanza, is given
emphaéis in the ferséness.achieved thfough'the use of increased
‘rhyﬁe and shértened‘syntacfical 1ines;b Judging by the comﬁent

by Rébért_Dessaix that Akhmatova's gtYIe was "succinct, chisglled -
gnd spare,""26 it_would appear that'Campbell in this poem has

correctly rendered a close imitation of the original.

- Similar in its success through technique, although a
’Qéry differént'técﬁpique, is Dobson's version of '"The First
_Long-Ranger in Leningrad" (p.92). ,Staples' translation of
"Thé Firsf LongFRanger" is a sixteen-line poem. Campbell
'cﬁoée'fkorite his version in quatrains ih three stanzas,
whereaé Dobson has written her version in éevén.coupiets, each _
: witﬁ a shorténed secdnd line. Her poem is we;l balanced with
the first three couplets moving infé the foﬁrth couplet, and
,,the_remaindér moving 6ut f}om the fourth couplet. " Concurrently,
the first fpur qduplets are\paired, eaqh pair coﬁprising a
'vsfatement andvthen a nqgative_qualification, until the fifth
couplet thch pre§ents an image of deéth, This is projeéted,
’té_thg pefsoha's fear of death for hér child, which is expressed
in ;he,final'two c0up1ets: |

. 26'Rol?ert Dessaix, '"Akhmatova,'" Review of Akhmatova: A Poetic
Pilgrimage, by Amanda Haight (OUP) in Quadrant XXII, No.6 (June
© 1977), 75. L : L

>
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The final poem I wish tolmention,vﬁMoscoQ Trefoil"
-(translations and.interpretatibns, pp.'108-109), one of
.Akhmatdvais last poems, is actually a cfcle of three poems.

_ Sfmbolically thé tfefoil is also an emblem Qf thg trinity.
"When it is located upon a mountain it comes to.signify,knowledge
qf:thevdivine essence ' gained by hard endeavour, through sacrifice;

and can be regarded as' equivalent to ascension.

 -Phi1ip Roberts, in a review of Moscow Tréfbil;felt the
.title of the book was_no; partiéularly appropriate ''for a book
.in-whiéh'two_RuSSian poets are'trggglated by two Australian
foets/--iness it . . . {referred) to the three versions»of
7eéch pbeﬁ which ;re:prihfed."27 FSr a poet of Roberts' aéumen
it is,a:surpriSing statement, for the use of the emblematic
"Tfeféil“ in Akhmatova's poems of farewell is a mbst appropriate
symboi of ascendence in keeﬁing wifh her strongly held religious.
:beiiefs (whicﬁ were one of the reasons for'the first ban on her
'work);--it'is also_an.appfppriate-title for fhé volﬁme, for tﬁe
© . poems éreva trib&te to the ascendence of Moscow over the
_desf?uctiveneés 6f man, and rereﬁtablish.beauty and love as

 motifs of inspiration for future poets.

‘The first poem of the cycle; "Almost an Album," has only
the:trahélation and Campbell’s version printed. Of the two,

Stab1e$' trans1ation has greater clarity, especially in her final

'Z‘bhilip Roberts, '3 Australians tackle 2 Russians,'" Rev. of
Moscow. Trefoil: Poems from the Russian of Anna Akhmatova and Osip
Mandelstam, trans. by David Campbell, Rosemary Dobson, and Natalie
Staples,. in The Au§tralian, Weekend Magazine,7, Feb. 12, 1977, p.25.

bd
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lines:

"And so it shall be on that MoscoW'day,
When I forever shall forsake the town
- And speed to a longed for sentry post

As yet 1eav1ng my shadow in your mldst.

1]

’\7:The_1ines wr;tten by Campbell seem to contain an unnecessary

. ambiguousness:

It will be like this in Moscow on .the day
. When I walk out of the town and in my mind
Hurry to a crenated sanctuary

Leav1ng w1th friends my shadow life behlnd

‘Campbell redresses the balance in the second poem, "Without a
" name," when he captures Akhmatova's dramatic sensé in his lines:

\

No parting was more unreal: but you and I
v Enjoy our theatre, so I suppose we win.

The final>poem, "Another Toast," uhich/only has Dobson's
'version;.when compared to'"The Last Toast," a boem written by
Akhmatova in 1934, is a reaffirmation of the poet's sense of
»'hav1ng struggled through to a state of peace and regalhed falth
«.and‘the,dlgnlfleq calmmess of thlS state is rendered in Dobson's
'h-formai.use'of metrics: |

To your faith and to my loyalty,
And that we live in T1me together,

And though we are ill-starred, spell- boumd
There's never been such marvellous weather.

‘Snow- Zcrystal crosses in the sky,
Brldges and chains that float for ever.

I drink to this brlght air- -borne world
To never seeing one another

And, though that way the door's shut fast,
. I drink to all I dream of last.

The success of Moscow Trefoil must:be-looked at with
§

reservation. Although giving some impression of the. poetic
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'visionfof'the two Russian poets, the'small'range of poems
1:%urinted can only ‘serve as an introduétion to their work; The
;{‘ﬁi{fﬁ;ka - volume, however, does show the value of using mature poets,
such as Dobson and Campbell, whose craftsmanshlp has been

»'vdeveloped over a number of years, 1n_attempt1ng the difficult

process of rendering the poems of another language and country

-

‘-into:intelligent, significant poems in our own language and

Acountry.

Dobson.and Campbell contlnued worklng on' Ru551an poems
and 1n 1979, shortly after Campbell's death Seven Russian Pbets
- 'was published. The frrst'half of rhervolume concentrates on
”poemebbyYOSiprandelstam, - Two of'Mandelsram's»contenporaries,
QAknmatoVavand Marina Tsvétaeva, start fhe second half of the
;i;{‘bookfand they are followed by four youmger women'poeté.‘ Tne»
”7fjtranslat10ns for thlS volume were done by Olga Hassanoff “and

.:.V.later, w1th the added help of the poet/translator, Robert Dessaix.

Seven Russian Poets differs from Moscow Zrefbil in that
the 11tera1 translatlons are not prlnted and in. most cases
'only one of. the rendered versions. 1s g;ven ) Thls allows a
igreater.number of poems to be prlnted,'and in the Mandelstam
.vsectron, enables‘a'wider representation of his-work,- A small
selecrion of Campbellds versions of Mandelstam's poems whichvare
Z.Ihbgipéiﬁted in Seven Russian Poets are included in Campbell's

‘ final volume;»Thé Man in the Honeysuckle.'\The greater'number

of'poetsuin ;he.Second-ha1f>of the book does curtail their work
A}to»onlyva small sample from eaeh poet. Seven Russian Poets

, also includes brief.introductory notes to each poet.
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N Maadelstam's section,_apart fiom the first poem, is in
»ahronalpgical order aOVering the.period from.1908 to 1937...-
: Thevéeléctioa is a_far_bettar introduction to Mandelstam's
work than thekpoems in Moscow Trefoil, for it appears that
Dobson'and Campbell have aasimilated Mandelstam'a poetry to
the extaat that the "imita?ions"vthay write are similar in style
and.intensity. Dobson, in .her iatér volume, Over the Frontier,
f writes a poem entitled "Reading'MandelstamU' Ia three compact
stanzas she delineates Mandelstaﬁ‘s wdrid, going from the decadence
.of fhe Art Nouveau period to the harshness of the social realism
of the Stalin‘era‘and.finishing with Mandelstam's death in a
‘fofcéd 1abour'camp near Vladivqatock in 1938. The.uncertainty
,suffoﬁnding the exact‘circumstaﬁceS»of Mahdelstam's death is
.jaitaposed with images of the biumt finality of daath in'tha
Jflnal stanza of Dobson's poem when she ‘states:
We followed as far as we could that earlier traveller. ‘
His steps went over the edge and into darkness, '
~the line of the type broken, the letters scattered
like cramp-irons, as he called them; pincers, staples -

like bird-marks printing the page's final hard-packed
‘A_snow-driﬁt. The journey ended in snow and silence.zs'

The remainder of Seven Russian Poets can only serve as
a brief introduction to the work of the other Russian poets,
but, at the same time, confirms again the quality of the work

- and the breadth of vision of the two Australian poets.

. 28Rosemary Dobson, Over. the Frontier, (Sydney Angus §
Robertson, 1978), p 18.



CHAPTER FIVE : o

POETRY OF THE LATE SEVENTIES

5.1 Rosemary Dobson Greek Coins and Over the Frontzer

An Interim Summatlon

For Rosemary’Debson»the latter half of the 1970s was

a very productlve period. In addition to her work on the
' Ru551an poets and anthologles, in 1977 Greek Cozns was

: published, and in 1978 thlS was followed by Over the Frontzer

A selectlon from Over the Frontter plus further poems based

:on the travels of Pausanlas (Pausanlas being also the
'v1nsp1rat10n for Greek Cozns), are 1nc1uded in an enlarged
' ed1t10n of Selected Poems, publlshed by Angus and Robertson
L,E in 1980. Addltlonally, in 1979 Dobson was awarded the

hRobert Frost Prize for- Poetry

As mentloned in the prev1ous chapter, Greek Cozns was

published by Brindabella Press. As well as be1ng dedlcated

to the artsvof.tyﬁographyvand'poetry, the bqok includes line 2

drawings by Dobson which are an indication of her continuing

ihterest in visual art.. Dobson, in her Preface to Greek Coins,

does mehtion that in'writing_these poems she ''thought of each
one as setting out a visual idea, which could be contained

within the circle of a coin - that is, within the coin-sized
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four-line stanza. Thus the subject matter is seen to dictate

the technique used in writing these poems.

Nearly_all-the‘poems have beenxbasga on what has frequéntly
"~ been referred to as the first travel guide, Pausanias' Guide to
AGTequJ written in fﬁé Secohd century A.D. .Dobson acknowledges
“the use»of translations by‘J;G.Frazer'and, hore spécificaily,'
’ -th? Penguin editioﬁ of the'Guﬁdé, edited by»Péfer Levi and
"pupii'shed:_iﬁ, 1971. |
foeek‘Coins, with otherbpoemé_inspired>by Péusanias'

trayels, is alsolpubliShed in DObson;S_ant volume, Over the
.',3 FTqﬁt£ef,'and will 5e looked at within thé£ context.

Over. the Frontier is dividéd into th sections,.the fifst
under the title; ﬁOvefithé Frontier," and the second, "Poems
’fromvPéusanias."'ZIn the fifst section three gréqps of poems
'°’aré'd13cernib1e. They are poems concerned with.daily liviﬁg;"
v'poems about Writing poetry; and pbems that réfleqt an interest
 in.pre—history~ahd biology. |

" Although the. poems can be classified under these headings,
each headlng is no more than a bare statement of basic themes. It has
been noted previously in thls thesis (ChapterThree, p.91 ) that
fi_Dobson tends to write poems in series or groups with the intention
' 'j §f arfangingAideas in relaﬁion fo‘one another. By theﬂtimé Over

the Frontier was published, Dobson had perfected her technique

' 1Rosemary Dobsén, Greek Coins: A sequence of'poems with line
drawtngs by the author (Canberra: Brlndabella Press, 1977),
'-Preface n. pag. .

o
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‘of writing poems in series with interrelated ideas,bbut now
' * shewas also condensing interrelated themes into a single poemn, -
and very often these themes spill over into the concerns of
' poems from another group.
An7examp1e of tondensing a number of concerns within one

n2 Written in couplet.

poem is found in "Callers at the House
}form, the poem osten51b1y is about a med1ca1 team v151t1ng the
Zpoet s sick mother. At the same time the poem 1nc1udes a
“consrderation of the problems of choosing a profession; dwells
\:;on the.poet 's 1nterest in typography, refers to the st01c1sm
‘_and ploneerlng spirit of her mother s generatlon, and recalls
:?the myth of Athene and Dlomedes As can be seen from this poem

.ﬂthe ch01ce of direction from a g1ven p01nt can lead to endless d

B posslb111t;es, if one is open to them.

/

In the t1t1e poem of the volume,bsub t1t1ed "(Reverle
'{on 2 poem by Zb1gn1ew Herbert) " (p. 3), the p0551b111t1es of

v_order'within the universe assume metaphysrcal proportlons-

r’.v1ewed from a st111 p01nt. Thus the object or poem steps

from non- ex1stence over the frontler 1nto ex1stence ”It has

'S-g assumed shape and purpose," and paradoxlcally, one of the purposes

1 is to remlnd us of the p0551b111t1es of the objects and poems
that have not yet come into existence;_ The final stanza of this

'fpoem'sumS'up Dobson's belief that the essence of a poet is embodied

. 2Unless otherwise stated all poems in this section .are from
Rosemary Dobson, Over the Frontier (Sydney: Angus & Robertson, 1978).

Page numbers only will be used when referrlng to poems from thls
-volume ""Callers at the House'" is on p- 7.

v/

2



140

"flex1b111ty and receptlveness, a negatlve capab111ty, ,
i fwhichl w111 prove more valuable to the poet than inflexible
vconw;ctlons,"s Thus the,analogy to the poet is seen in the
laét three lines: |

So a plate spinning on a stick

is the essence of plate, a still one;
absolute plate with a fish on it.. .

Dobson explores the subJect further in "The ‘Artist's
fW1fe" (p 4). ‘Her use of the symbols of regeneration in the
f1rst two stanzas leads the poet 1nto a con51derat10n of the

,work'of the early.Italian painter, Glorglo'Morand1. In' this

~ poem Morandi is viewed as the still centre reaching out to

exploré all the metaphysicai'ideas "of separateness, of joining,
' and relation" to find the '"meaning for the mysteries of existence'
- out of the questions that evolved around him during forty years

of painting, etching and drawing a group of pots upon a table.
The clarity that Dobson felt could come from searching

* for an "inner essence" is made plain in the compressed lines

. Jof hér'poem, "For thé Painter Ben Nicholson'" (p.11). Dobson's
~ whole philosophy of writing poetry is summed up in the first

"~ two sténzas:

Finding and learning

the inner essence,

making and showing

by signs and symbols

that a tree like a glass

contains its tree-ness

and frost is white
" on the rim of darkness.

3Rosemary Dobson, "Australian Poets in Profile: 2,
Rosemary Dobson," ed. G.A.Wilkes, Southerly 40, No.l (March 1980), 5.
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In "Greek'Archaeologist"’(p.9), Dobson offers a slightly
ironic view of the iack of vision that results from infyexible
.conyiotionsgin her juxtaposition of the archaeological students
sifting amongst the ruins from the past, with the oast'still
present:in the form.of the men labouring in the vinyards. It
is a more sophisticated version- of the concerns:of an earlier
poem; "The Bystander;ﬂ'nhioh comments on .the person Who,'for

.. various reasons; always misses the obvious.

-_' “Greek-Archaeologist" also shoWs a delight and joy in the
eagerness-and pieasures of youth, but in "Primitive Painters":
i(ptlZ);ja different £y§é of'innocencevis revealed_in the
'_simplified'vision‘oftthe primitive's landscape. “There is not
?'-mnch'deviation'or choioe if one adheres to a world "peopled by
‘the sa1nts / on b111boards - holy Doctor Morse, / the ‘carbide-
| battery man,ﬁ etc. However, 1n the follow1ng/poem, "Oracles
for a Ch11dhood Journey" (p. 13), Dobson again reverts to a
.techn1que used from the start of her work in regaining a flexibility
Jg'of vision, by looklng at somethlng from a child's point of view.

Thus, in a clever use of language and rhythm, the poet has the

‘palnted b111boards.51ng their message in a rhythm emulating that

of a tra1n and the resultant dislocation of thought and visual

51gns leads to a re- arrangement of the b111boards' messages

In "Mrs Potts the Flat-iron" (p. 14), Dobson s humour and
i delrght in a g1ven object resurface in ‘her personlflcatlon of the
fiold-fashloned flat iron. The use of the iron, together w1th a
1lst1ng of paraphernalla and we11 known brand names that were

?[ common household words in the 1920s and thirties, ‘recalls a whole

b
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'way_of country living of the not too distant past. This is
. .exemplified most successfully in the fourth stanza:

‘A puppy wearihg a top-hat sits in a basket

on the calendar in the kitchen.

The days of Mrs Potts are marked upon 1t
in black; the Tuesdays.

The stanza describes the3iﬁnocuous kitchen calendars that
-adorned.a{i\kitchen Qalls in‘those days, while’at the same time
household routines are ihpiied. The very fact th;t the ironing was
done in the k1tchen recalls the family-size k1tchens of country
.houses, and . having the 1ron1ng day marked in black is
‘indicative of the dislike that most,pecpie had for what was,
espécialiy in the heat of sﬁmmer, an onerous chore;' And that
- it was'”Tuesdays"vrecalls in a single word:thg inflexible
'hoﬁéehold'routines which were very widespread, Mondays, washing;
.Tuesdays,vlronlng, and so on. Despite the subjeét matter being
a recollection of a past way of living, the poem has a contemporary_
quali;y which Dobson obtains throggh her'ability to identify with |
the past without being.sentimental or nosfalgic, and in her use
of free verse. All three features, ﬁumur, erﬁpéthy, and free
;Versé culminate in fﬁe_final stanza:

At night the air is cool outside by the wafer-tank.
Peppercorns hang in clusters, buzzing and humming,

talking to Mrs Potts, put out to simmer
down, on. the back veranda.

In the fo;ldwiﬁg'poem, At Caréoér“ (pp.15-16), the

- dramatization of a bushranger legénd is a tgntative step towards
literary surrealism. Tﬁé juxtapositioh of image, time and thought
iﬁ rapid succession builds up fo the final expletive burst which

reléases a whole flight of thoughts which had resulted from the
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visit to Carcoar.

"Mrs Potts' and ™At Carcoar' are both metrical experiments,
and'while not entirely new to Dobson's work they do take a step
' forward in'gaining a sense of immediacy which is essential to
contemporary poetry. They are poems "of our time'" and Dobson's
recognition that she has achieved contemporaneity gives rise to the
. following pdem, her delightful lyric, ''Canberra Morning" (p.17),
which I will quote in full: |
Morning: such long shadows
like low-bellied cats
. creep under parked cars
‘and out again, stealthily .
flattening the grasses.
At the bus-stop -
a flock of starlings:
school-children, chatterers,
swinging haversacks,
pulling ribbons.
The driver's got a book by
Sartre ‘in his pocket.
He wears dark glasses,
listens- moodily '
to. the Top Forty.
Life gets better
as I grow older
not giving a-damn

. and looking slantwise
at everyone's morning.

The final group of poems ffom "Over the Frontier" all
‘reflect DQbSOn's interest in pfe-history; which'inclﬁdeé a study
.:ofvthe scientific techniques.used in this discipline; Inha
_-1ectufc givcn in Hobart in 1979, Dobson discussed the use of her
studiés in pre—hisiory in her poetry. :Although she felt pre;histqry'
' embodies-some;harvellous ideas, often the terminology was dﬁll. In

"Qrder to compensate for this dullness, Dobson, in these poems,

>



ix o »
embeds stratigraphically a little of Shakespearé, much in the

same manner that pollen is embedded in rock.?

A knoWlédge of the-source of the'italacised insertions . -
- ip these poems does Help to alert thg reader to aﬁ'awareness
1;of-a sense of'continuity géined through a juitaposition of a
'past time'ﬁith preéent modern scien;ific hethodology. " The use
: Qf én'uﬁstated spufce, however, does bring one back toba problem
éncdhmtgred in Dobson's early Qérk. The question arisiﬁg'is
'ftovﬂhaf'deg;ee is general, ér, in this case, literary knqwledge,
required t0'under5tand the poems. ‘ |
Dobsdn, to sohe extent, does circumvent this problem
‘as the firét poem of the group, ''Drowned Person' (p.19), requires.
.only'a’paésing acquaintance with_fhe well—known plays to realize
'fhat'this‘poeﬁ-refers to Shakespeape's Ophelia. ihis\does give
fa_;lue'to'the insertions in the,poemS‘following, however, it is
v'aiso evident that’kﬁowledge of the Shakespearéan allusions is
nbt,entirely necessary to aﬁ understanding of the poems; they

mefeiy give an enhanced level of meaning.

| j; What Dobsoh,gppears to be doing'in these poems is to

. impart a ;enée of wonder at the large.mass of historical facts
that can be deducedlby séienfifié méthods,‘while, concomitantly
réminding one fhat an imaginétivé reéonstrucfion'of this data is
. required to gétvthe human side of the story. Thus>in "Drowned
ivﬁeréon"-tﬁe_poet gtétes: |

t

S ) 4Paraph‘rase of statements made by Rosemary Dobson in a
.. lecture given at the University of Tasmania,,October 4, 1979.

>
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These bones, with pollen analysis

of their strata, provide a limited history:
for carbon-dating, deduction and analogy
.do not reveal the dark side of the mind

nor betray the heart's dev1ousness,
the body's wilfulness.

An example of overcoming this 11m1tat10n is given in
the final stanzas, when a method of sc1ent1f1c analysis is
permeated w1th a slight interjettion of hypothesis, in the lines:
.. The follow1ng is deduced from ex1st1ng data

and froth flotation of the surrounding

‘clay-bed: She was a young woman, gracile,

delicate. Died by water. Was vulnerable

and wounded - by love (but that's hypothesis)-

and carried with her to death such weedy trophies -
- as willow, nettles, crow-flowers and daisies.

.-Hypothesis can lead to a number of possibilities, and
in "The Dissidents" (p.23); bobsbn takes a humorous look at,
the absolutely overriding significance

of biological circumstances in the study of
human society. :

""The Dissidents" is written in free verse, in quatrains, with

a shortened fourth line, a form Dobson previously uses in '"Mrs

Potts". The effect is to emphasize the statement of the fourth’

line, which, in turn, leads onto the following stanza. The -

overall effect is to create a highly structured poem without

the use of a formal pattern.

In ‘the final poem of this- section, "P11tdown Man" (p.24),

‘-Dobson reverts to rhymlng couplets, which emulate in rhythm

the blues folk-song, ''Frankie and Johnny'". An occasional
phrase taken from this song reinforces the rhythmic pattern.

. .
The poem is an amusing lament on scientific zeal, while again
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emphdsizing the human element that must be accounted for in.all
scigntific analysis. ' A; » -
One final cémment on thié_group of poems is that Dobson
Vis aéain,using-O'Connor's "Evolutionary Myth." This can be
noted in hér extension of scientific data juxtaposed with human
'eﬁbtions as a means towards gaining a comprehensive vision of

'evolutlonary hlstorv

The sacond half of the volume, "Poems from Pausanias,"
includes a poem, ”Lost Water- sprlng" (p-29), in whlch Dobson
clalms there are "three thlngs that draw me on:." The three
tﬁingswméntiOned are love, poetry and leivién. There is a
pfedoﬁinéncé of poéms in "Poems for Pausanias'" which refer
to the wr1t1ng of poetry, the 1nsp1rat10n for poetry and thc
concerns of.the poet. However, one of the most successful |
bpoehsfin thé section; "Selemnos"'(p.41), is concerned with the
importance Qf love. In the first half of this poem Dobson
explieitly.e¥presses Whét it‘is.in Pausanias' iecords that she
‘find§ relevant to her own life. The many and varied anecdotes,
legends and myths that. are interspered between the architectural
and archaeological descriptions in Pausaniaé' Qork provide
Dobsén with stories that complement 6r compafe with Qarious humaﬁ
needs éna moods of our present time. In the first stanza of
"Selemnos" Pausanias is préised:

Pausanias, my friend, you do me more good than
. those whom I walk with daily under the columns.

I ask you where is 11ghtness of heart to be looked for
and you tell me.

. Sometimes it is "diversion' or '"learning" or '"a narrative
, \ ng"

thread" that the pbét is looking for,_énd'these too she finds in

L
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.baﬁsanias. The~5econd half of the poem proceeds to tell of
-the story of the river Selemnos. As a shepherd Selemnos fell
‘ iﬁ lbve wifh the ocean_nymph, Argyfa, who ;eturﬁed his'love'.
- until he lost his beauty. As thé grieviﬁg shepherd died he
Qas>changed into-a river, but even as water he still retained
‘his love for Argyra. Aphrodite, takinékpity on him{gave to
ihim "the grace and the favour of forgetting." Dobson's gently
ironié cqmmént in,her-final’sténza very clearly’shows how she
© . regards the loss of sucﬁ_én expérience:

Master or:mistress - would you forget your passion?
. - You will cure the wounds of love if you bathe in that river.
T Pausanias says so.. Shouldn't we all start saving
- the fare for the journey? ‘

To forget suchiexperiencés is to be one step closer to death, and,

paradéxically, one step closer to oblivion. -

- Iﬁ the meantime, thére is much thaf is remembered and
’ﬁugh'forgottéﬁ; and Qne'of the*épig?ammatic pdems in "Greek
. Coinéf'entitledv"Tﬁe Darkvaﬁd'the.élear" (pL42), reminds_us.of
~ this human fallibility. Tﬁe reméinder‘of the four—linea poems
frdm."Gfeek Coins" presént a varied selection of imagés and
.'exbefientes tﬁa; serve to reﬁind one of thg'diversity of life,
- aﬁd the expéfience gleanea'from legends and myths expands.this
diversity to infér the richﬁess of human potential.

However, it is the human attributes that re-occur over °
"cehtufieg that'Dobsoﬁ finds the most interesting, and thus I
_willAcomment briefly on three poemé that touch on this theme.
:Iﬁv"At Tainaron" (p.30), ostensibly a poem on the water-spring
_1at Tainérﬁﬁ which mirrored the past and future until polluted by
. v

~a woman washing her linen in it, the main statement is about the
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enduring quality of lamentations for the past. Thus Pausanias,

' _two-thousand'years.agO'laments that "There were no miracles for

him to see " and in the seventeenth-century. John Aubrey comments,

"thellive were. not as lively as the dead," to which our. present-

day poet adds: ' S . S » B
I too»remark

that dirty linen fouls up .many a spring.
. And where are all the witty and the wise?

Repetltlon of a dlfferent k1nd 1s seen 1n "Theseus" (p 38),

- when the legend of Theseus' arrival in Athens is glven top1ca11ty
h-through the ribaldry of the bu11derﬂ5-workmen. As.the poet

points'out' the’wordsVused'may not have been the same, but the

st

'moral of the story remains. relevant In the third poem, ''The
Flute Player" (p 39), Pausanlas comments on Pronomos"eaptivation

v;_of h1s audlence appear to the poet to,

. - have
"a ring, a sound, of ever new

~ - as though one read them instantly
in some theatrical review.

Pausanias also claims that,

t ~ whole audiences were utterly :
' ‘ charmed by his presence and the way
he moved his body on the stage,

which leads the poet to consider thetpossibility that Pronomos

"was the sex-symbol of his age.

The final poem in the volume, "The Message in the Bottle"

'u_(p{46); moves from Pausanias to'a traveller in 1795 and on to
7.the Ru551an poet ‘Mandelstam, to present the concept of poetry

contlnulng as a force that will 1link the past w1th the present

and thus enhance the lives of future generations.
. s

B Throughout this volume the essence of human experience

remains as a "still centre" in a changing world.
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Following the publicetion of Over the Frontier, and nearly
‘forty years after Dobson was uneasily groubed with the inter-
nationalist school of peets, Jennifer Strauss comments that,
V"Debeon‘offers a personal and lyrical version of the cultural

.European consciousness. '’

If nothing else the definition shows
“how inept was the original classification. Dobson's poetry,

both- then and now, cannot be classified with:such ease.

Threuéhout her work Dobson appears to be primarily concerned
Awith the esseecelof,experience. To Dobson experience comes from
;"many'seurces, Both directly and ihdirectly, and the major thrust '

\_ef'her work is te;emphasize the legitimacy'of'ell ekperiencesL

" Thus a wotk ef art, legend or myth. all have an inner essence
borﬁ of experience which contributes to the comflexity of human :
endeavouf iﬁ_ﬁueh the same way as aetivities such as child bearing,
ei writing a poem..‘Naturally, the degree of ineensity at the
'erux of experience differs greatly, and Dobsen's interpretation
'of'these varying degrees is noted in her handling of manner and
teehniqﬁe. . o | .

From the start her themes remain ba51ca11y the same for
they are themes fundamental to human activity, be1ng concerned
ylthAour place in space and Tlme. Over the years; however, they
are con;iderably enricﬁed with the poet's deepening of vision
and‘personal awareness, which is reflected iﬁ her poefry in

increasing compassion and humour.

: 5Jennlfer Sfrauss, "The Poetry of Dobson, Harwood § Wright:
'Within the Bounds of Feminine Sens1b111ty'7" Meanjin 38, No 3
(September 1979), 344 : -
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Initially Dobson's style is traditional with added

: interest obtained by a diverse use of metrical variation. The

major change in her style is an increased economy with language

which at the present time not only gives direction and clarity

"to her work, but also allows her to use free verse with a

 tautness that keeps it from ever degenerating into lines of prose.

-One‘major criticism of Dobson's work has been the lack

of nerbalifireworks, and the.gracefulness of many of the'peems
'hes.ied to the aecusation tnat her poems iack'emotion. It
snould’be evident frem this thesis that Such criticism is net
jnetified. .Thnsiin my.final point of summation I offer an
elternative'view. |

“ Dobson's poetry does not lend 1tse1f to easy cla551f1cat10n

or ana1y51s, for 1t 15 poetry that is 1nformed by an 1nd1v1dua1

’.

: and intelllgent mind. ‘During her years of writing poetry Debson
fheskcontinuelly maintained a stance of>attempting to understand
f theilnner meanlng of all that she has encountered. Social
' concerns and anxiety have frequently surfaced in Dobson ] work

©in the form of condemnatlon, but,as a poet'concerned with truth_

she has,51ike most of us, no absolute answers to these problems.

_Insteedashe offers in her poetry a close examination of values

!

from the past to the present that have contr1buted in a p051t1ve

3 and often repetitive manner to the qua11ty of life.

At times it requlres a 11tt1e more reflection on behalf of

“the reader to get to the inner essence of a -poem. ‘This is not

'because of obscurity, but . is ba51ca11y because;the grecefulness‘

>
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- .and expert craftsmanship in her later poems presents no

. obstruction to surface reading.

To ‘the astute reader Dobson offers an assured body of
“work that remains out of the mainstream of contemporary poetry,:

- .yet it is firmly poetry of, and relevant to, our time.

5.2 Davia Campbell,” Words with a Black Orpington: Human frégility.
David Campbell's Words bith a Black Orpington, published
:iﬁ 1978, is mainly a consdlidation of his major themes and
:techniques. _Thé volume is unified, bowgver, by his use of
‘?he travel motif which emphasizes the poet's movement through
-.piaées; Time and his now considerable thematic range. In this
Volume Campbell again writé; poems about the éouhtryside,'a
varietx of love pbems, and socié1 and fémily pieces that 160k
at:Aﬁstralian history ahd deVelopmeﬁt, By way of contrast he
fincludes in the boék.two sequences-of poemé\written'while
.'travelling through Euiope, and'ah interpretative versién of
frégmeﬁts fromfearly Greek poeté; Alcman'and,Saﬁpho.
Oné inf1u¢nce slightly eﬁidbntjin Words with a Black
érpington is that of Engliéh poet,‘Ted Hughes. Campbell, in
i hié'interView'with Ke;iﬁ Hait, menfion§ that he found Hughes
: to be "an extraordinarily EXCiting poet,f6_and in Deaths and
Pretty Cousins Campbell uses lines from Hughesfipoem, "Sugar
B Loaf" as an epigraph for a poem with the same title. While‘
Caﬁpbell élaims that Hﬁghes influénced him technically in his
-'hbve away ffom strict rhyme schemes, in the early part of Wbrds

‘with a Black Orpington,Campbell‘writes a sequence of three poems
. - 6Kevin Hart, "interview with Da?id Campbell,'" Makar 11,
~No.l (June ‘1975), 7. Comments on technical influence are also
from page 7 of this interview.
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under the title, "River Music;"’ which demonstrate somie affinities,
but which mainly emphasizelthe gu1f between the poetry of Campbell

and Hughes.

The:first poem of the three, '1. Stones" (p.3), is purely
‘Campbell in its compresﬁién aqd evocation of visual and.physical .
images. In "2. Frogs" (p.3), Campbell, like Hughes, in his |
“precise usé of language_effoftleésiy embodies thg ideas of the
péem; and; ap the same time, invokes the movement the ideas
.- make manifest. Although having similarifiqs to Hugheé' use

of symbolism, the poem is a culmination of Campbell's development_~

" of this technique. What is of more importance, however, is
;Caﬁpbellfs positive attitude compared to the~Vefy bleak visién
of Hughes;sv.Tﬁus'thé lines in the final two stanzas df_"Frogs"'
remain undeniably Campbell's:

e - o . Stars- .
ST .- - Pulse in creek water
R AR - . Float like bell-frogs,

; wo o On each brow a gold cross.

e Blink. Bonk. Like
B Crowned toads
R C . Stars speak. Night
e - Is infinitely deep

‘And like an angel sings.
In'the'fouf poems. following "River Musié" Campbell does
f 1ook at a,theme_common to Hughes, that is the fragility of 1ife

~under the forces of unthinking violence. These poems are a more

_ 7Unless otherwise states all poems in this section are from
David Campbell, Words with a Black Orpington (Sydney: Angus & Robertson,
~ 1978). Page numbers only will be used when referring to poems from
" ‘this. volume. ' : ' '
L 8For.a brief introduction’ to Hughes' work, see Keith Sagar,
. ‘Ted Hughés, Writers §& their Work Series (London: Longman, 1972).
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" oblique comment on environmental issues which Campbell looked
at in Déaths,and Pretty Cousins. They are concefngd not so
much with the obvious destr;ction noted in the earlier poems,
but with the more insidious ﬁroblem of extinction through lack
of knowledge:;nd forethought. However, to Campbell, the human
' wdrld remains paramount) and in "Caladeﬁia Orchids" (p.gj, the
_-conéréte evidence of experience embodied in the "weathered shqés" .
that weré picked up six months after the incident of the lost
child, convéy§ far more to the persona than the folklore
associated Qith the o;chids;

Sélf-imposed human limitatioh§ and the problems they
‘ehgender'have been congtant themes throughout Campbell's poetry,
and in the titie.pOem of the volumég tpfil)}ICampbéli presents
- a very Witty but convoluted %é-creation of the prdbiem. The
first stanza of "Words with a Black Orpington," througﬁ the
"disgoﬁtihuity of.b;oken syntax following the initial statement,
 ﬁThe darthéired girl said in the next / Life she wogld‘choose
~.t§'be a chopk;“ convéys the inanity ana étmosphere of much of’

- the conversgtion at parties; 'In the foilowing two stanzas a

éoﬁﬁarison is made between limited vision and pfagmatic vision.
Campbgli's abilify to émploy strikingly fresh!and apt images'is
epitqmiged in'his opéning lines‘of stanza th, where he writes:

'A film slid over her bright
Brown convex eye, , And click!.

V The‘image not only conveys that of glazed vision, but also links
'Qith the '"chook'" whose vision:is even more limited. And, of course,
‘the "Brown convex eye'' relates to the Brownie box camera which takes

a’"still" image., By contrast, in stanza three, “the image is anything
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hut stili'as the Uone tender thought"_goes ""Nodding arounovthe
production curve." StanzaAfOUr conveys the indignation of the
,indiviouel in having.one's dream questioned. The frnal line of
the_poeu,'"And she huried her beak, once, in my neck," is a
N hrehinoer:of.the problem, and euen dangers, of proffering a.
retional view es:an alternetive to the'seif-delusionary views -
 held by'thoseiwho do ‘not want to look beyond themselves.

: This is a very basic'reading of "Woros with-a Black'
Orplngton," for 1t would appear that taken in the context of
'the overall book there is. a great deal of sexual undertone - .

e wh1ch is concerned with the problems of,human relationships.

- In a serles of sonnets Campbell looks at both the

. destructlve and p051t1ve effects of human love. In "From -

o Anabase"-(After Salnt—John Perse) (p 24), Campbell uses the o

1obscur1ty of the French 1yr1c poet s masterplece to wrlte a

- poem of equal 1mag1nat1ve force, also somewhat obscure, in which
,_he satlrlzes the Artemls archetype In a 51m11ar poem, "Canberre
Inc1dent" (p 26), mythlc feminine power is placed 1n a present

_i day~sett1ng. ‘The 1ove/hate d1chotomy is noted in "Old Flames,

7h- Old'Letters" (p.25), wh11e "Encounter" (For R. D. ). (p.27), is
,ia humorous satire on- the romantlc tales surround1ng the themet
iof love.‘nTwo'sonnets that follow express the colloquial
V'presentation of loue. In "A Letter" (For Dor) (p.28), the
,rouantic theme of the iove story with a Sad‘ending is depicted,
end'fln Search of Summer: Botanical Gardens, Sydney" (p,29)v

. ishboth 4 dedication to Slessor's poetry and to a friendship.

In a later sequence, "Portrait of a Lady" (pp.36-40) ,
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Campbell in eighteen brief epigrammatic poems delineates visions

. offidve from the time of Aphrodite'until'the time when the

¢

persona s "bones will be brlght / Like a nest of eggs "

Concomltantly,the poem dwells on the complex1ty of a relatlonshlp

-'g01ng from youth to old age.

If as Campbell clalms Ted Hughes' poetry 1nf1uenced him

to move away from strlct rhyme schemes then "Portralt of a Lady"
" is the culmlnatlon of Campbell's success.in this move. Written

'ingfree vefse,the sequence of poems is held tightly together by

the breadth of vision which moves from one image to another

~evoking an equally wide range of moods. Leonie Kramer, in a

comment on Campbell's earlier love poems, pointed out that his

'U, fange went '"'from the most gay and 1ighthearted, through passion

and tenderness to worldly cyn1c1sm "9 In "Portrait of a Lady"

the range is extended to include erotic imagery, sensitivity,.”

“and a new depth of maturity.

" In commenting on the:fragmente from Sappho, Campbell in

his notes at the end of Words with a Black Orpington (p.62),

. stateé that as he rendered the fragments of Sappho's poetry into
mosaics he ”Became bolder, plundering longer passages and the
;ffew'eomplete poens"'in'order_to convey Sappho's 'passionate

vcemplexity " The sequence on Sapphp, "Fragments_From Marble"

(pp 32- 35), is in flve sectlons Campbell writes some of his

poems us1ng a complete fragment as translated in the Lyeca Graeca,

gLeonle Kramer, "Dav1d Campbell and the Natural Tongue "
Quadrant 13, No.3 (May/June 1969), 16

-,

2 .
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- Vol. 1, while others combine a number of fragments into the one

- image. A successful example of combined fragments can be found

Vein Sect10n~III "To Atthis," No.4 (p.33), where the restlessness
-’noted frequently in Sappho s work is conveyed in the lines:
Never before have I found peace more bor1ng .
Twine anise in your hair .
For I crave delicate things, and glamour and beauty
Are the same need as my pa531on for sunlight.
In Section IV, "Love and Marrlage," No 1 (p.33), Campbell's

’Version‘bf a eomplete fragment conveys all the physicality

 that Sappho expressed in her fragments on the effects of love:

I see you, and my tongue s sense breaks, a fine fire runs

Over my skin, eyes blur,
Ears sing; I shake and sweat, and turn as green
And pale as ‘the grass, as if my grave was near.

‘"Fregments From Marble" does build up a cohesive picture
efAfhe ""passionate complexity' burning through.the very
‘incomplete fragments that remain of Sappho's peetry. At the
Asame time this group of poems adds to Campbell's vision -of the
contlnulty and d1vers1ty found in the complex nature of a11

human relationships,

.Any love story, however,.must have moments‘of peace and
heruony, anuiin "Soundings" (pp.46-47), Campbell synthesizes a
deeply.felt love into the tranquillity- and ueace conveyed through -
’ theiharmony of man and nature. Campbell's search for and | |
’intefpretation Of harmony, through his use of natural stbels,

- are found in his early poems dnd continue throughout his work.

Campbell also continues to develop his use of—syllabic
forms. The boem, "In a Japanese Garden' (p.30), as would be

expected, is a sequence of Haiku verses which reflect the wisdom
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ofjbld customs. There is another group of Haiku in the initial
séquence of Campbellfs travel poems, ﬁMottoes‘én Sundials"
(pp.16;22). This seﬁuence starts with a sonnét and finishes

_  with variations of.the Welsh Englyn. It is immediately followed
iby fourlpoems under the titlé;~"Women,and Ladies" (p.23),'whiéh

again use the Englyn form.

In."Mottoés on Sundials'" Campbell uses the syllabic form
- to follow up his metaphor in the .initial sonnet, ''Canberra
- Swallows" (p.16), of the swallows as travellers. Thus in the
. Haiku gfoup'on "Paris" (pp.16-19), the poet alights on motifs
- such as Braque's paintings and blackbirds singing, and combines
them to form an image of the present moment. " Campbell also
incorporates poetical devices such as repetition and refréins,
' and,in "Pont Neuf" (p.19), a kaleidoscope from paﬁt to present
Sis contaiﬁed in the three stanzas:

Two geese flew over ’ ' S

The Pont Neuf swiftly as we '

Crossed the green river.

Ceasar, Charlemagne, -

And others paused here beside

" . The west-flowing Seine.
Two geese'flew ovér

- The Pont Neuf swiftly as we
Crossed the green river.

~In.".Women and Ladies,' four pdems takiﬁé as their starting’
- point the female Subjects of_fodr wellenown'péintings, Campbell
’movés’baék into the use of ‘thyme in his deplbymeﬁgvof the complex
pagtefn.of linkea, CYoss aﬁd light.rhyme that the Englyn form
"démands. This is;exemplified in fhe firsf poem, 'St George and

- .

‘the Dragbn by Uccello':
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The lady was out walking with her dragon
On a blue leash. St George : <
Pricking on the plain, the chauvinist,

Ran the beast through, expecting gratitude.

Section IV of '"Mottoes on Sundials" is placed later
;in the volume,.and is under the sub-title, "Grand‘Tour".
.This sequenée creates a compléx historical mosaic ranging
in place, time and form. Thus in ""Bayeaux Tapestry" (p.48),
fhevsyllabi; displacement juxtaposed with the_ref?ain, ""And
with his donkey /.A farmer pioughé his field," which changes
in the second sfané# tp "The fafmer'ploughs the - field,'" conveys
both the immense complexity of the tapestry and its line of
continuity, butfaléo poiﬁts ou£ the problem of iﬁcreasing

impersonality as the population grows.

v

In another series of 'poems on rock engravings and cave

_éaintings, "Enigmas in Cave and Stone" (pp.14-15), Campbell
turnS‘agaiﬂ to_the'hiSfory of his own country. in this sequénce
>Campbe11 concentrates oh the enigmatic aspects of the carvings
' such'as fhe hornlesé bulis in "Bull Céve,ﬂ the reason for the -
aanée in "Sugarloéf," and fhe mind teasing qﬁestion of identity
and timé'stirred by thé sémi—Literaée message in faint chafcoal,
'  "My frend was murded by,blécks." Campbell also looks at the
destruction of fhe,oi‘iginal .carvings and p-aintings' by time and
Gprdgressf. It iS this aspect of the poems that is of prime
importance. .Over ;hé'decadg Campbell;.Starting Qith the "Ku-
'Ring-Gai rock éérving" poem in The Branch of Dodona, has recorded
the Spbﬁéct matter,oﬁ a wide range of_tarvings éndxpaintings which
pontributes to the literéture on Abqriginalv@ytholpgy. It>is now

‘the poet's vision_fhatiattempts to keep the mythology of the dead:
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. tribes alive._-

MethOHS'of recording the initial white settlement of
Australia'are'related in "'The Watling Collection" (p.54).
In the first of two sonnets, Campbell narrates the story of

the early conv1ct artist, Tom Watling. The 1mpact Watling's
'Z,drawings must haveihad on the English public is bleverly
. expressed in the image of the impact of the drawings on the
poet as an Austra11an when he wrltes

In the British Museum, thumblng through the Wat11ng '

Collection,
A "warratta" and coloured birds fly out
"Screeohlng of home in hanging bloody -London.

The second sonnet.describes the unscrupulous methods used by

the administrators in obtaining records of the new land.

: In the follow1ng poem, "Two V1ews" (p.55), the sonnet
is d1v1ded into octave and sestet to contrast the 1dy111c
~view portrayed by.French artlst, Lesueur, with Augustus Earle's

“picture of the_dissolution of the Aborigines thirty years later.

Campbell's ability to compress is evident in the final

sequence in Words with a Black Orpington. "Visions of Life and

r.-Death" (pp 57- 60) is a sequence of seven sonnets in which the

iipoet qu1et1y tells the story of the rlse and fall of a pastoral
.dynasty There are no verbal flreworks in thls sequence, 1nstead
| careful rnterweav1ng of words .and images ma1nta1ns the complex
:atnosphere,.and renders the tale into 4 dramatised version of

) .Australianvhistory:‘ '

: »The final poem in the volume, UTrawlers"_(p.ol), is again

v
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full of images of death and human failings. However, in
a contrastlng combination of the more positive elements of
natural and Chrlstlan 1magery, Campbell once more reiterates

his view of life as a '"blessing.'"

5.3 David Campbeli, The Man in the Honeysuckle: "Walking Naked."

Leon1e Kramer, in 1969, concluded a review of Campbell'
- poetry by statlng, "It dlsplays discipline and strength of
. mind, 'dellcacy of feeling, humour, and a Yeat51an respect-for
h'walklng naked' "10_ Kramer S statement is equally appllcable
3£to Campbell's flnal volume, The Man in the Honeysuckle which

was publlshed shortly after hlS death in 1979.

. Many of the poems in The Man in the Homeysuckle were .

"L',written durinngampbell's finai illness, and, as would be

’_Jpp 2-3 of this thesis.

llexpected contaln recurrlng images of death -Hoﬁever,.the
:.qualltles mentioned above per51st to the extent that although
*mvat,tlmes the poems are quite devastatlng, they contain no trace’
- of'seiffpity.or complaint.‘
1The:volume rS-divided into fiye'sections.which~are'unified
”; by the consistency of Campbellfs personal phiiosophy which hasl
:Persisted thrOughont his}work, and can ‘still best ‘be descrihed
in A.D;Hope's words, "as a man looking out from the place inside

where .thinking and feeling goes on and celebrating-what he sees."1l

10Kramer, Quadrant 13, 17.

11See previous reference to Hope s statement Chapter One,

>
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Hope's definition of a poet remains basically applicable to

| Campbell,'but Campbell's:”thlnkiné ahd feelihg" has been shaped, -
as can be seen in the development of his poetry, by an inquiring
v»lintelligenee and a great deal of sensitivity to everything that
makes up both the'homan and natural environment; What results
is what Andrew Taylor classifies as the resonance of good

. poetry in‘which:"the poet communicates'his grasp of something
.so'shared by ue; S0 represehtatiye, as to be felt in thet

unreasoning centre of our béing'as mythic."lz

Nothlng could be more representatlve of contemporary
llfe than Campbell's concept of matter releas1ng energy and
‘othought Thus ,in "leard-and Stone" (p 3),13 the first poem
in The Man in the aneysuckle, the '"outward stillness" of the.
llzard and stone is preserved, but their stillness is a prelude
to the explos1on of the inanimate into the animate. Geoff Pagey
in his review of thlS Volume, feels that in thlsvpoem Campbell
' "seems to emphasise the interdependence . . . of the animate
and thevinanimate;ﬂ'amd.that this ie "a relationship which
makes death (as a crossing from one to the other) more bearable."id,

. To some extent.this feeling does arise; Campbell was obviously

12Andrew'Taylor, "Irrationality Individuality Drug Poetry
Romanticism - Where We Are Today," Meanjin 31, No.4 (DeC'1972), 379.

- 13yn1ess otherwise stated all poems in this section are
from David Campbell, The Man in the Honeysuckle (Sydney: Angus §
" Robertson, 1979). Page numbers only will be used when referring
to poems from this volume. , : “

14Geoff Page, '"The Insp1rat1on of David Campbell,' Rev.
of The Man in the Honeysuckle, The Natzonal szes, Week endlng
Jan 12, 1980, p.29. . : .

-,
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'f»coming to terms with: his approaching-death. vﬁowever, the
"femphasisdin thelearly part of the book is unequivocally a
. celebration ofblife?'for the first poems ln‘this’volume are
b-{carefully arranged»so as to make the.definite statement that
'.the'poet'is still'very much alive and "singing." Thus‘"Lizard
-and Stone" can be seen as a metaphor for the’ release of song
ThlS poem is followed by "Clcadas" (pp 4- 5), in wh1ch desplte
) an obv1ous brush w1th death the poet remalns sitting "among
the cauls / .. Still gr1pp1ng a penc11 stub.",
'igdl : 'lRosemarydDohson.in her trihute to-Campbell'concluded
Vixknith;the.sentence; "And the'pOetry, as he‘so often said,dis
vwhat matters."ls ﬁBloe Wren" (nh6), reiteratés this thonght _

Q_w1th both de11ght and self mockery when it f1n1shes with the

11nes e

 The one living thing, '
~ :The wren on its violin
'threts out a song‘

And the sun that great oaf,

- Like -Jehovah cries’ from a cloud:
. My son, my son!

And 1n "A Lark" (p 9), song comes w1th

_ Each song perfect and each song the same
- As full of light as on the day it came

| Unbidden in an unguarded hour.

In “Scribbly Gums” (p!ls), the_first two Sequencesilook
“'dat the enlgmatlc and problemat1c aspects of wr1t1ng poetry,
while the final sequence recalls the poet's steps through the
Enﬁlf?ﬂf \fud:‘world of,hls "own_creatlon." Interspersed‘through this first

T 15Rosemary Dobson,'"A rare poet of his. t1me,ﬂ The Age,
‘,*Aug 4, 1979 P. 24. . . ' o

- L
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sectioﬁqu>the'volﬁﬁe-aré poems giving various vie@s of this
,wéfld,-vThe>most_comp1ete is found iﬁ "A Yellow RoSe“ (p.7),
é%%iiiﬁ.ii'Jiii whé;e tﬁg slow unfolding of lighf'and love, and colour and
songg contribuﬁes.to a sharply—etchéd.visual clérity juxtapdsed
‘:,witﬁ_alégrfealistié opaqueness. .' R

, '~ The final three poems in Section one do contain, as

iGéoff'Page'pointed_out; "the recurring implication that death,

fwhile.hnacceptable-enough personally, is but a small and not -

 neéessari1y negative part of something far 1arge_r."16 ‘The -

 j g ﬁéométhing'faf-larger" appears to Campbell to be the placing

of death in the cyclic ritual of iifet_ Haﬁing built up a very
A_ &efinife preseﬁce in the earlier bart”of thi§ section, Campbellh
lin "The Siience deTrees".(p.14),'use5.two.of his favourite.

‘31?; :';t: ,r‘ R $ymbols, tﬁe'tree and the bird. The analogy"-is drawn between
 the‘hﬁhan and nétﬁre, ana the inference rémainS'in that the
;freejwili regenerate despife tﬁe‘lopped limb, and songs will

'” ag5in.B§'§Qng.r Thué inithe-fitieiﬁoem, "Tﬁe:Man'in.the Hoﬁeysuckieﬁ

;»:(p.lsj; the'ihterpenetration of man and nature is depictea iﬁ-

5 - the ritualistic burning, symbolising both destruction and

.. regeneration. The regenerative powers of both the natural and
~ human world_arefurther emphasized in the final poem, "To My

'Mother: On Her Ninety-first Birthday," (p.16).

©In the éecond ahdvthird sections of The Man in the

. Honeysuckle Caﬁpbell-ranges in and out of the past to the

16Page,'1%e National Times, p.29.

>
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‘present looking at frequently‘used-images from a new vantage
.-point ~'As noted throughout ‘his work Campbell's w1111ngness

to examine a11 v1ewp01nts leads to an examlnatlon of new forms,
,'and in these poems lines are strongly separated and punctuatlon,‘

- for the most part, -is eliminated.

Mu51c and colour had iong been Campbell s trademark
?l'but 1n Sectlon Two Campbell turns spec1f1ca11y to the instruments
,nhln a sequence ent1t1ed "Mu51ca1 Instruments' (pp.29- 30) In
these poems each rnstrument dellneates an aspect of nature with
:t“'the mnsic-it resemhles. Such a combination can'result in>sone
i;surpriSing rerelations, an example:beingiin "Drums' tp.30),-nhere
ist:the poet states: - | |

| T d1d not know before

y That drum music
'Is‘many coloured.

Many of the poems in Sectlon Three, entltled "With a Blue
- Dog," remlnd one of Campbell's Monaro background and ‘in "Wlnd
‘i,1n Casuarlnas" ‘(p. 43), the voice of the farmer is ev1dent in

'

" Life butting into'the world
With five wants and a howl.
And shambles out with a blue dog.

) fThe-conntryman's eye is also'evident in "The Wimmera" (p.50),
' Qhere;
. . the sky fits

1'vThe-walls of the horizon
: _Like a silver 1lid.

Section IV, "Yellow Lines,'" is again concerned with the

p11nes and colour of poetry as a means of capturlng the diverse,

'“complex rhythm of 11fe. “This is fully expressed in the first

v
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. pOemfin this section which is simply entitled, "Poems" (p.57),
'if_aﬁd which I will'quote in full:

Move in 'like sharks
A little sail-boat
That awful -proud flesh wh1te
--At this point’
"Rhett smiles at Scarlett
-And bullets converge
In-slow motion on b11ndfold men --
The shark rolls »
And the black rose rambler
By the doorJamb
Unfolds its velvet red -
Passion -- poems
Can move as slow as
.. Blood from a wound .or.
. The rose pruned at your door.

' Most»of the poeme in this Section_are a blehd of
“mfeurrealistic obliqueness and humoorbwhioh emphasizes the
iheonéruity.and paraooxioél nétore of much of human activity;
'rThe-poems'build up'in pace; sterting with'the second poem |
ifpg1r1ng an example of the poet S 1mag1nat1ve vision of dellght
i‘ln "The Sunday Dress" (p 58), and move: onto the more complex
’f t1t1e poem, "Yellow Lines" (p 59), where the . poet s de11ght is
Z.emph351zed in the colour of hlS song, even though it must be

( sung, ”From the cage of my yellow Ford " The poems contlnue

- w1th 1ncre351ng 1nten51ty and complex1ty unt11 1n "The Quarrel"

h,(p 66), the poet turns to a. very humane deplctlon of anger which
{;;15 symbollzed in the "Horned Toad /,Cbratophrys varia."

in.the finai'three poems of Section IV, the'thOughts
,contalned in "The Red Telephone Box" (p. 67), appear to be an

f1ntroduct10n to the final poem, "Two Ways of G01ng" (pp 69- 70);

‘ Although communication is seen to be coming to an end in -

»>
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.ﬁThe Red Telephone Box,' Campbell's humour remainS;and; in the
2 f1rst part of "Two Ways of 601ng" (p 69) the reference to. h15
»funeral ‘finishes w1th the rather wry statement, "I d1dn t feel
“a bit like srnglng."‘ In the second part of "Two Ways" the
... song, however; remains as. ‘
f Over giass and hill

The snail draws its carriage
Leaving'a silver.trail.

Ph111p Mart1n makes the observatlonbln hlS review of
 The Man in the Honeysuckle that "wr1tten though it was in
111ness, it shows no slacken1ng of poetic energy but rather
i_one'more advance."17 Although Martin alSovfelt that the

_ fifth section, ''Secret Lives.(Poems and Imitations)," lesserned
the.unity of the'book; it does appear to be a loéical extension
.of Campbeil's*complete assimilation'of European poetry, and

i; espec1a11y the poetry of Vasco Popa. Both Martin and‘Geoff

Page drew attention to sty115t1c developments that could be

. attrlbuted to Popa Page classifies thlS more preclsely when

, he c1tes Popa as "a poet who seems to have encouraged Campbell "
" :to risk'a certain'opaqueneSS‘lf he’ were to break through to
‘the almost microscopic mysteries'of his own particuiar physical

'wqud.||18 .

Throughout the earlier sections of The Man in the Honeysuckle ’

:Campbeilfs advance in this direction has resulted in him depicting

N 17Ph111p Martln, "A Brave farewell " Review of The Man tn
the -Honeysuckle by David Campbell Australtan Book Review 20,
(Aprll 1980), 15.

©. 18Geoff Page, "Darid_Campbell: the 155% ten years,"
Australian Book Review 15, (October 1979), 21. :
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- However a regime such as Stalin's is not easy to understand,
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diverse énd often intangiblé views of what is a familiar,
ritualistic, but'very complex- world. Having looked very

completely into his own immediate world,.and also having

1$pent_a number of years working on the translation of Russian
v:.:_jipoets, it would appear that the final task for the poet would
be to relate both the 51m11ar1t1es and dlsparltles of ‘what is

- to most people, an unfamiliar world.

As noted in his earlier work, Campbell's vision was.

informed by a search for harmony between nature and man. In
"i'the first poem of Section V' "The Secret Life of a Leader" -

'(pp 73- 74), v151on is 1nformed by .an ent1re1y dlfferent system

'
‘

"of 1n1t1at10n whlch results in a n1ghtmare world. . In ﬂThree

. Looks at Leniﬂ" (pp.75—76); however, thg use of nafural;symbqlismA
1,tozdepicf.plérity‘ofivision relates to the_ésséntial essence.of
-‘hﬁm;nity. In fhe final ﬁoem in this sequencé; the fact ‘that a:

‘humane vision'has not fully emerged is noted in the rather wistful

statement of the last two lines:
‘ "Evérything will be;understood.
Everything." -

and in the title of the poem on Stalin, "A Nest of Gentlefolk"

(p.77), Campbell's implied analogy portrays the deadliness of

Stalin's era.

In his final group of five poemS entitled, "Imitations

~of - Osip-Mandelstam;' poems that Campbellierte from translationé,

thé inténsity and cOmplexity fhat Cémpbell built up in the poems

that led to his poems on his own death, are repeated in his
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énrangement>of Mandelstem's‘poems. The contrast is achieved
in that- Mandelstam's world is~coioured by fear and physicalv
deprivatien. |

In the 1last poem (p 80), whlch recalls Rembrandt's
u,palntlngs, the end word "twilight'" refers both to Mandelstam
"and to Campbell Campbell'thUs flnlshes his last volume with |
'ithe implication that his vision of ""'shade and 11ght" w111 remain

- after his death, as has Rembrandt's and Mandelstam's.

The Man in the_HoneysuckZe'can be eeen as a fitting
eonclueion to CampbeII;SVCareer as a poet: fef in 1980 it
bga1ned recognltlon for Campbell posthumously, ih winning two
eawards, the Chrlstopher Brennan Award and the Premier's L1terary

AAward.

'There has net been enough 1apse‘of:time since his final
ﬁ;volphe_to fully eséess Campbell's place in'Australian poetry.
?fCertainlylhis iast ten years' writing'centributed largely to

‘}his complete oeuvre. Yet one'cah make a tentative evaluation

b,bésed'on his deVelopmeht during thisnperiod.

One per51stent strand throughout Campbell's work is his
>c1ear v151on of h1s env1ronment with his ability to relate thls
v»1n new .and arrestlng 1mages Juxtaposed w1th his cont1nu1ng

'~ concern for the place of man w1th1n thlS env1ronment ‘If his

. 1mages started off w1th the_"bushmen" of the past, they are,

; 1n the end, not ent;rely divorced from the European figures of
'; hls f1na1 poems The fear and.loneliness of ”Old Tom" resurfaces

in Campbell's ver51ons of Mandelstam s f1nal poems Both figures

4
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- are part of humanity. It is, however, his poems‘concerned
w1th the more positive side of mankind that will be remembered

- as the hall mark of Campbell's work, for his celebrat1on of

'711fe remained until the very end.

Technically Campbell moved from the 'bushman plus"

v»ximage of the ballad form to cohtemporary surrealism. His
,opennese to new technique-kept open new ways of looking at

';15thlngs, and it is>this awareness that more than anything

"hlbrought Campbell's work fully into the contemporary period.

“ Kinross Smith claimed, "the Monaro may remain the
3 Sighature of Campbell's poetry,"19 but the full story rests
_ponvthevman inpthe'landscape. ' : ; N

'

5.4,_Cohclusion.

Ae one surveys the poetry of‘DobSon and Campbell their
'dlfferent approaches and styles become qu1te evident. There
are, however many 51m11ar1t1es which relate malnly to the
cultural changes during the forty years‘under'review. Both -~
poeta started'writing in the fortieé when Australlan poets

emerged w1th new V1ta11ty, albeit tempered by conservatlsm.-

Both cont1nued writing durlng the conservatlve years of the

"_f1ft1es and early 51xt1es, the astringency and questlonlng

of the late 51xt1es the optimistic and experimental period
of the early seventies,'and the intellectual assessment seen
. in the late seventies.

- 19Graeme Kinross Smith, "David Campbell - a Profile,"
Wésterly No.3 (September 1973) P 38. - ‘, :
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Initially; both were>restrlcted-in'output by other
commitments.' Dobson directly expresses the problems involved.
through her poetry, whereas Campbell demonstrates these
restrictions_with an outburst'of.creativity when he was
able.to become a full-time poet Perhaps because of the
‘stress of not hav1ng suff1c1ent time to write, both arr1ved
Jearly at a concept of_turning inwards to find a still centre
that conld be used as a source.of peace and‘strength, and
.subsequent creativityf _This strain continued throughout
thelr work, and is especially evident in'Dobson's later worh'
where she emphaslzes the still centre as a source of
constancy and inner strength, while retaining the mental
flexibility required to explore the many.variables and changes

a

-that_are'encountered in all lives.

'Throughout their WOrk‘Campbell.and'Dobson have both been_'.
concerned with a search for endurlng and pos1t1ve values,
‘concurrent w1th a de51re to point out the relevancy of ‘these
valnes to the time in which they,were wr1t1ng.~ The
concerns they have in common do point up, however, a
maJor dlfference in the1r sty11st1c development. Dobson
started off uncertaln of her view of society, but her
develOpment as a poet can be traced through her craftsmanship
.and use»of material.f As she became more confident of her
craftsmanship she'was able to experiment with style, and
thus able to express.her views on society with an. assurance
.that was not always evident in her early work. Possibly it

jls th1s steady, contlnuous development that: has been one of

~the reasons for neglect of Dobson,s work. A detailed comparison .
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S

of a number of her early poems with later'ones readily

‘ shéws the very high standard Dobéon has obtained in both
-craffsmanship and her ability to convey an honest and
discerning view of life. it is'g view, however?-that
enaﬁies‘her to see béyond'the ordinary, and thus retain

L the "wonder'' that is evident throughout her work.

‘ -Campbell, on_the opher hand{ started off in a world
n:fkitﬁ which he was very much in tune. It is when the traditions
;1{5;'if{f  ‘ 7;énq environmént of'hisdfamiliér world are threatened that
kCaﬁpbgll's need.to express these changes results, in His work
‘ofEthe Iate»§ixties, in a restless searchingvfor new styies.
;What_keeps Campbell's.ﬁork'from disintegrating at Fhis point
 ;dbé§.appear to be.hi;-”countryman's eye." Camébell's use of
colour is eyident throughbutvhis:wérkJ " In his early work
'tﬁis ﬁse wés priﬁarily descriptive, with his images reflecting
- a phfity in colour thét'cén only be Seeﬁ‘in é:wide vista.n
As.CamﬁbéllfS wéfk’opéﬁed into an éXploratiaﬁ of the.»
.wofld beyOnd‘his_immediaté’environment, his consistency was
'retainedlin_his increasing use of colour imagery. It woﬁ1d>
appear-that'Campbell's yividly coloured world rémains'as tﬁe
"still cgntre"‘of poetry that encompassés the many variables
of a ;hanging Qorld. When moving into his surrealiétic,poetry,'
one qoﬁld gtate that Campbell even dreamt in colour. It is

perﬁaps recOgﬁition"of_the ordering of dream and colour that

P . refers one back to the fact that Campbell's sense of traditional
' cfaftsmanship is evident throughout all of his work, even in

. poems of a surrealistic nature.
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Thus it can be concluded that both Campbell and Dobson

remalned orthodox poets concerned w1th the language and’

craft of poetry. . Although ma1nta;n1ng this conservatrve

Background, they both remained open to‘new‘forms engendered

’:_through a Sensitivity"to cultural change. Of the two,

>%Camphe11 is the more eclectic poet being influenced by a

‘gréaterTnumber of sources than Dobson. Primarily those

'eources_were European, and later, American, in origin.
bifikfi. [":bobson,‘On the other hand,'in her.early WOrh Wasvmore
'yginfluenced by her immediate contemporaries, and it is only
( ﬁlin her_later work that outside influencee arefevident.
- As has -been noted there 1s very little in ., the subJect
'f matter of Dobson' s poetry that relates d1rect1y to Australla‘
- :From the start being Australlan was 1nc1denta1 to her poetry.
; However, her a551m11at10n of her env1ronmenta1 and 11terary
Jbackground appears with surprising frequency;in a completely |

_unobtrusive use of Australian expressions. and images.

\

' As’Campbeli in his early'work was writing Ppoens concerned

w1th his 1mmed1ate env1ronment and Dobson s subJect matter
-was’ pr1mar11y European in or1g1n these combinaticns of 1nf1uence ?

h,and subJect matter qu1ck1y negated the 1abe15 of Natlonallsm

and Internat1ona115m
i

Consequently;-neither poet sufferedffrom.the "cultural
-7cr1nge” (or- the contrary assertion, the "cultural strut”), and
1t is this reJectlon of such c1a551f1cat1ons that allowed both E
*Dobson and Campbell to develop their range-and'technlques as
’xx‘f they moved from ‘the Modern to Contemporary period. A'survey"

[

of the1r work as two poets unassoc1ated w1th ”groups," and
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L both'strongly individual in style and thought, not only conveys”

" a'sense of the deVelopment of two individual poets, but also is
- indicative of the freer development.of poetry in Australia

v

_Gver'the past forty yéarsQ
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