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ABSTRACT

Douglas Stewart (1913-1985), a New Zealander by birth and aralfumstoy
choice, was a poet, verse dramatist, balladist and short stoey.whis editor of the Red
Page of theéBulletin (1940 to 1961), his role extended to critical essays collecté&tien
Flesh and the SpiriandThe Broad Streanthough his contribution to Australian literature
was in his recognition and promotion of new poets and authors whose workebacam
significant part of the Australian literary canon.

Stewart’s poetic preoccupations were diverse; this is eviuené Green Lions
andThe White Cryboth published while he lived in New Zealand, and while they evoked
the notions of a young poet, the potential indicated was for continuingnrdongas the
poet matured. His poetry employs vernacular language (even collajuiaiges), yet it is
language capable of dwelling on profound philosophical concerns. Thisi|aaly so
in his later verse and plays.

Preoccupations evident in Stewart’'s New Zealand verse continsiedace in his
Australian productions. Themes associated with solitude, heroism amd ae¢ present
in his earliest lyrics and in the diverse range of his Auatnalyrics, ballads and verse
plays.

Stewart’'s dramas, such Bed Kelly and The Fire on the Snownade his
reputation, but critical focus on these and on his extended verse sequences doeg/sot alw
recognise the continuity of his work considered as a whole. This tisesoncerned to

show some of the continuities.
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INTRODUCTION

Douglas Stewart’s career as a poet extended acro#fetimeels experience from
1926 to 1930 when he was a high school student in New Zealand, to his fikaDweaglas
Stewart’s Garden of FriendsDuring two decades as literary editor of Bidletin's Red Page
(1940-1961), his role as editor, poet, playwright, prose writer, biograplitgralcjournalist
and essayist covered an extensive range of diverse genres, sheflgmntinuity which were
cumulative and which contributed to his total philosophy. Stewart resigoe theBulletin
when ownership changed hands, but he experimented with modernism in his omyrapdet
verse plays, although changing emphases in new philosophies such as moderhigost-
modernism practised by the ‘Class of '68" and younger poets did not agpbah or his
perspectives about literature.

Stewart was awarded an OBE in 1961, and in 1968 he was awardedatmeidar
Australia Award in the Humanities. He became Literary Editohngus and Robertson until
1970 when he retired. Vincent Buckley was appointed as the newlited#@or of the
Bulletin, but the Red Page remained, as in the time of Douglas Stetvanteal centre of new
impulses?

A list of publications from 1970 to his death in 1985 illustratesahinuing energy

Stewart drew on during his retirement. Susan Ballyn and Jeff Doyle comment:

The importance of Douglas Stewart dny discussion of Australian letters cannot be
underestimated. Prolific, talented and succesefllis personal, creative life as a poet,
playwright, essayist, autobiographer and writer sbfort stories, he was of equal

significance in the public sphere as editor, pliglis reader, reviewer, arts patron and
office bearer.

Stewart, D.Douglas Stewart's Garden of FriendBenguin, Ringwood, 1987. This book was published
posthumously by Stewart’s daughter, Meg.

Hall R. and Shapcott, New Impulses in Australian Poetrniversity of Queensland Press, St.

Lucia, 1968, p. 7.

Ballyn S., and Doyle JQouglas Stewart: A BibliographyAustralian Scholarly Editions Centre, University

College, University of New South Wales, AustraliBefence Force Academy, and National Library of
Australia, Canberra, 1996, p. 1.
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It would be a massive task to write about all Stewart'®rnpagoccupations and
interests. Consequently, even though Stewart was ‘one of the masntidl arbiters of
Australian literary taste, aiding the emergence of many vdite&ustralian writing and
helping to educate an Australian audience to attend to its own cuyltodhicts®, it has been
necessary to restrict this thesis to focus on Stewart’s pdeitads and verse plays. Close
reading of his poetry and verse plays reveals the critical undergshof his later work in the
earliest volumes of his poetry written in and about New Zealandsublo critical reading has
so far been attempted, and this reading is intended to addressa lakk in the literature
relating to Stewart’s poetical output. Sometimes it is ieuper that readers should consider
the implications and connotations which challenge the readers’ ansktilts; it is, therefore,
my intention to recognise and comprehend what is unspoken in Stewarksthvough
silences in the poetry, images and symbolism, metaphysicatmeés, and in connotations.
Research reveals that there is a paucity of critical asabfsStewart’'s work since 1985,
despite the fact that he was literary editor of the Red Ragegll as a respected mentor and
promoter of new poets’ poems and other genres such as short stories.

In this thesis | aim to persuade readers that a re-evaloati®tewart's poetry and
verse plays is both timely and important. The thesis is concemedamine Stewart’s
creative impulse, diversity of motifs and poetic preoccupations, andkpimre lines of
continuity which contribute to the poet’s total philosophical stateinemis poetry and verse
plays from the 1920s to the 1980s. My task is concerned to show liremtiriuity,
including Stewart’s experiments with modernism, that critioal$ has not fully recognised.
Preoccupations with language, and the way Stewart employed theutarr{@gen colloquial)

register to dwell on profound philosophical concerns, also form the salbjexstd contribute

4 ibid., p. 1.



to this dissertation. Clement Semmler suggests that Stewart wastiAuwing and stimulating
influence on younger writefs;he also states that he attempts to relate ‘in a proper pvepe
Stewart’s achievement as one who so remarkably brought poetry badkshion® As one
reader who nurtured an intense dislike of poetry in my more matars, yle too, discovered
Stewart’s poetry and verse plays to be a stimulating influehaehwenewed my earlier poetic
appreciation and energy, and it is my intention to persuade readersvaluate Stewart’s
poetic achievement and his relationship to the literary culture of his time.

Stewart formed his argument for poetry over a long period of t#heea young poet his
poetry was descriptive as it reflected New Zealand’s nadusatonment, but even at this early
time in his career as a poet and playwright, there were untgrdliemes such as human
responses to challenging experiences; more profound issues developest jpo&ry and
verse plays such athe Fire on the Sngwrhe Golden Lover, Glencoe, Rutherfaadd
‘Worsley Enchanted’. During an interview with John Thompson, Stewart states his original
preoccupation that ‘one should keep in touch with the earth ... you should nobtisetc
with nature’”” His sense of ‘belonging’ to nature and identification with it franline of
continuity in his poetic work that contributed to his central philosophytuM identification
with the earth and its creatures developed as Stewart’s poetejopled, and later, in
Australia, poems such as ‘Lyrebird’ (CP., p. 54) demonstrate a maadernist aspect of the
essence of his argument that the closer one moves towards natuoyséreone moves
towards the spirit of the earth. In writing poems such as ‘Lsaelsie brings his own sense of

joy and curiosity to the poem while he was also experimenting wmibllernism, thus

®  Semmler, C., Prefad®@puglas Stewart Australia,ed. J. Jones, Twayne, New York, 1974 (no page

numbers).
ibid.

" Thompson, J. Interview, ‘Poetry in Australzouglas StewartSoutherly No. 3, 1967, p. 193.

8



contributing to his total philosoph§. Stewart was adamant that poetry should be enjoyable,
and this line of continuity as well as that of spiritual influencentributes to Stewart’s aim to
achieve higher aesthetic ideals in his poetry.

R.D. FitzGerald comments on Stewart's versatility, concludmag there will be
‘considerable diversity of motifs running through them whereby is bipilthe poet’s total
statement, his contribution to our understanding of the universe we 'liveGther thematic
concerns that constitute lines of continuity emerge throughout this #wed demonstrate a
‘progressive expansion of his themé&s'these include themes such as: defiance in the face of
insuperable odds and the joy one can attain from poetry. The poetasingrénterest in and
experiments with the modernism of his time continued as his poetgtoped to include
spiritual awareness and more profound and sometimes underlying humans theche
responses to their experiences.

Stewart was still experimenting with technical device$ ag form, rhythm and
language, so when Thompson asked him in an interview in 1965 whether tre@nya
philosophy behind these contemplations of the natural world in ‘The Greetip€&ie’,
Stewart replied: ‘Yes, there is. They're all a method gfl@ing the universe ... It's an
exploration of the duality of God, of good and evil, in the universe ... the paemas | say,
an exploration into the truths of the univerSeThis exploration into the ‘duality of God’ is
developed throughout a great deal of Stewart’s poetry and versegidyspiritual influence
continues to be conducive to both his total philosophy and the way his argenmenges from
the poetry inSun Orchidsand The Birdsville Trackn which various motifs and images add

strength to more profound issues, and a change in mood and tone occurs in these poems.

8  Sharkey, M.Salt No. 9, 1996, p. 5.

°  FitzGerald, R.D Elements of Poetnyniversity of Queensland Press, St. Lucia, 19627.
0 ibid., p. 27.

' Thompson, op. cit., p. 193.
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Stewart’s attitude to language and the manner in which kdsisi®f vital important in
this thesis. He argues in the introductionModern Australian VersePart 2, that ‘the
language of even the most traditional kind of poetry must change Esmtguage of the nation
changes, or it will no longer be in touch with [if¢’. His research into the poetry of
Wordsworth and Coleridge, who revolted against ‘the artifices oeigjigeenth century’, as
well as Chaucer’s practice of using colloquial idiom The Canterbury Talesled to
acceptance of Yeats’ idea that poets should use ‘the natural wadiftisri natural order® In
other words, he argues that ‘when we read the verse of poets wheeguatdlois direct, natural
speech, we are impressed, not so much by the difference betweprdbke sf past times and
our own, as by the similarity’ (p. xxvii). Stewart is certginbt suggesting that modern poets
should use antiquated language in modern times, but that they should esshdedanguage
O not refined, archaic or stylistically contrivéd but language which will provoke readers’
curiosity and awareness of the poet’s philosophical and aesthetiart®mterder to enjoy
poems and verse plays in the manner he intended.

In his discussion of literary modernism and his use of it in the , 1S#0gart is critical
of Freud’'s Oedipus-complex in Auden. He deplored the absurd Freudian pgychvahich
meant ‘burrowing and drowning in the bogs of persondianrid he disapproved of the ‘vulgar
displays of private erudition’ preferred by some critics and wbaehd also be found in Ezra
Pound’sCantosand in T.S. Eliot's ‘The Wasteland’. In Stewart’s opinion, ‘to luksaiple of
Freud is to write ‘the most difficult, the most “sophisticated”, the mositeifigible art of our

time’.®> Stewart confirms his continuing notion that poetry should give enjoyment to ‘ordinary

Stewart, D.Modern Australian Versg., op. cit., p. Xxvii.

ibid., p. xxvii.

Stewart, D., ‘Escapes from Art’ in ‘Blaminifpe Age’ op. cit., 1948, p. 89.
> ibid., p. 91.
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cultivated readers® and in his introduction tModern Australian Vers@, he reiterates his
opinion that Matthew Arnold’s ‘The Reaper’ is an example of theofopoetry, a thematic
preoccupation which contributes to his philosophmalivrethroughout this thesis. Despite
Stewart’s disapproval of many poets’ use of modernism in their worghadl Sharkey's
suggestion that Stewart was accommodating himself to modennityghout his care€ris
significant, and hence it is a line of continuity contributing to &tée central philosophy and
to a considerable discussion, particularly in the latter half of this thesis.

Reviews ofGreen Liong® Stewart’'s first book-length volume of poetry, were
enthusiasti¢? and these included a review in tBalletin to which he had contributed many
early poem$? There were also two letters of praise and encouragement Edmund
Blundert* and a letter from John Cowper Po®ybut New Zealand reviews @reen Lions
were more cautious. However, in ‘Fired from the Can®dsemary Sorenson wrote that
Dorothy Hewett ‘dismisses him [Stewart] with a laugh’ln the same article, Chris Wallace-
Crabbe states that Stewart, ‘perhaps best known for his '40s ABE& deamas,The Fire on
the SnowandThe Golden Love¥ has “already been dropped from anthologies”.” In contrast,
book editor, Joy Hooton, is of the opinion that Stewart ‘doesn’t get thetiatt he’s worth’
and thinks that may be because he is ‘too prolific’. Benjamin &gadints out that Stewart

suffered a fate that ‘would have astonished Bisletin readers and appalled many of his

6 op. cit., p. 95.

17 Sharkey, M.Salt p. 5.

18 Stewart. D.Green Lionsprivately printed by Holcombe and Tombs, Aucklah@i36.

9 Taaffe, B.T., unpublished PhD thesis ‘Doudgtawart: Poet, Editor, Man of Letters’, University
Sydney, February, 1995, p. 34.

20 Anon, ‘A Young Maoriland PoetBulletin, Red Page, 4 August, 1937, p. 34.

2L Blunden, E., Letter to D. Stewart, 4 Octol&37, NLA MSS 4829.

22 Powys, John Cowper, Letter to D. Stewart371ML MSS 5147/19.

23 Sorenson, R., ‘Fired from the Cand®ydney Morning Herald? July, 1994, ‘Spectrum’, p. 8, A.

24 Stewart, D.The Golden Lovef1943),Four Plays Angus and Robertson, Sydney, 1958.
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contemporaries of the post-War literary woAdThese opinions are relevant to my argument
O that a re-evaluation of Stewart’'s work is overdue and timelgreat deal of close reading
is required to arrive at a feasible critical opinion in orderite gtewart ‘the attention he’s
worth’ as suggested by Hooton.

My re-evaluation of Stewart’'s work commences with his Nealedd poetry. From the
1920s to the 1970s he developed many and varied impulses that emerged inerégspons
changing conditions of his time when, as an expatriate, he lived anddwiork&ustralia;
World War Il was most significant in regard to world-wide chaggierceptions in 1939-1945
and thereafter. In his essay ‘Making the Crossing: DouglasaBtéhwe Expatriate Patriot®,
Laurence Bourke investigates Stewart’s dissatisfaction withh Zealand modernists and their
decisions not to publish his chosen poems. At that time Stewart deoitige in Sydney as
an expatriate poet and to work at Bwlletin as editor of the Red Page where he became part
of the Sydney literary milieu; his role was conducive to new jdexsn though th&ulletin
remained mainly traditional, but an enormous gulf existed betweekustealian and the New
Zealand literary scenes.

Bourke argues that, in Stewart’s opinion, Bldetin was then the bright and burning
centre of antipodian literature’ was misleadingHe asserts that ‘Antipodean’ refers to both
Australia and New Zealand, but tigulletin was not central to New Zealand or to New
Zealand critics, who did not take it seriously. Stewart wasyawcareful with choice of
language, so Bourke’s reason that Stewart makes the statement ‘aside’ cannot be

supported; however, Bourke then proposes that in pretending there was remciffeetween

% Taafe, B., Douglas Stewart: Poet, Editor, M&hetters, unpublished thesis, University of Sygne

1995, p. 1.
% Bourke, L., ‘Making the Crossing: Douglas Stevihe Expatriate PatriotSoutherly Vol. 53, No. 2,
June, 1993, pp. 40-53.
Bourke, ibid., p. 41. Bourke quotes from Sie'® biography of Kenneth Slessttan of Sydney
Nelson, West Melbourne, p. 5.

27
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the Australian and New Zealand perspectives, Stewart’s ‘el@imounts to little more than a
redefinition of the self by redefining the pa8t'This introduces a new debate on Stewart’s
nationalism, taken up by Brigid Magner who states that, as an iexpatStewart was
‘disguising his identity along the wa§?. There is insufficient evidence to support this claim,
especially when Magner adds, ‘For most of his adult life, Stepasted as an Australian
while still retaining nostalgic notions of New Zealaffd’.She then begins a discussion of
nationalism: ‘Stewart’s disavowal of his origins was provoked byvéry real pressures
which determined the conditions of his existence as a poet andyligglitor' 3> Throughout
this thesis | have mentioned the manner in which Stewart contimaeéghg, through imagery,
symbolism and language in his poetry, ballads and verse plays, tzébdand, especially
landscapes during the four seasons. | agree that, altithegBolden Loveimight be read as
an attempt to celebrate a distinctive aspect of his native eultuthe spiritual life of the
Maori’, |1 cannot accept the next half of Magner’s opinion that ‘@ynbe viewed more
pragmatically in a way of ridding New Zealand from his mind keefoaking himself over as a
Sydneysider®? Such arguments are contradictory and, in my opinion, exaggeratedatigpe
when research into Stewart’s works includes his entire published pm@ingerse plays in
which constant references to New Zealand and its landscapesll as Wweman responses to
New Zealanders’ experiences, become lines of continuity culmgnatinRutherford’, and
finally, ‘Bell Rock’. Nancy Keesing, Stewart’s colleague amdacthor ofAustralian Bush
Ballads states unequivocally that it is important ‘to make it plain thdiecoming a major

interpreter of Australian landscape he has not rejected Newarikal. his continuing

2 ibid., p. 41.

29 Magner, B., ‘Trans-Tasman Literary ExpatrigtdsCompanion to Australian Literature Since 1900
N. Burns and R. McNeer, Rochester, New Y@&tate), 2007, p. 369.

% ibid., p. 364.

3 ibid., p. 364.

%2 ibid., p. 365.
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preoccupation with two physical landscapes enhances the interpretation éf both’.

Phillip Meade perceives the literary searctefoa australis incognitathat is, the
Voyager concept, as the antithesis of emigratibnand argues: ‘in reality they are all
fragmentsof stories and often displaced or off-centred offesStewart claims that voyager
poems ‘tell, with varying degrees of completeness, a storfhis idea reflects Vivian Smith’s
concept of ‘evasive scepticism’, that is, Stewart’s ‘abilitysée both sides of the question and
not commit himself® FitzGerald's supporting argumehnt ‘But probably the only really
relevant biography is found in the poems themseRieS!, continues this argument by
comparing ‘other poets’ whose ‘best work is done, as a rule, & dittlcentre®® that is,
‘when some thought in the mind, though affected by their central philosaphyt idirectly
concerned with it® and FitzGerald’s suggestion is best demonstratddhéBirdsville Track
collection, but it is in ‘Lyrebird’ that Stewart's philosophy is evidke'Terra Australis’, a
voyager poem included in Meade’s essay, also maintains its stigygiay of Stewart’s off-
centred approach, and by understanding this approach is the key to anyreegwisiation of
his work.

FitzGerald perceives ‘an underlying symbolism of mankind’s iglesitih the life of the

earth itself’ in Stewart’ poetryf. He further emphasises the inevitability of progress in science

just as it was inevitable that Stewart’s sense of ‘belongmgature and his identification with

it is the centrepiece of his central philosophy. FitzGerald is of the opinion that Stewart is

33
34

Keesing, N.DouglasStewart, Oxford University Press, Melbourne, 196%.
Meade, P., ‘Constitutional Poetic¥Networked Language: Culture and History in Aulitna Poetry
Australian Scholarly Publishing, North Mellsne, 2008, pp. 186-267.
Stewart, D.Voyager Poemslacaranda, Brisbane, 1960, p. 8.
Smith, V., ‘Experiment and Renewal: The Migslrink in Modern Australian PoetrySoutherly Vol. 47,
No. 1, 1987, p. 8.
FitzGerald, R.D Elements of Poetngp. cit., p. 154.
% ibid., p. 156.
% ibid, p. 37.
40" ibid., p. 37.

35
36

37
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‘a master of technique, who understands rhyme today [1963] probably batieartyone else
living!.* This notion is repeated by Keesifigyho continues with the claim that ‘the true
hallmark of Stewart’s poetry is lyricism, and his highly personasic is the music of human
speech®® FitzGerald’s comments about Rutherford, the New Zealand stjemisperceptive
and significant. He sees in the poem ‘Rutherford’ motives expgeg$ealism that also relate
to Stewart’s central philosophy.

Vivian Smith continues to develop the idea of versatility in ‘Dau@tewart: Lyric
Poet'* He considers that critical comment on Stewart’s work shouldita&eaccount ‘the
many aspects of his varied talent, that his work has tended toadess attention than it
deserves* This concern is illustrated in a number of essays, including thhoSemmler, and
Robinson. Smith suggests that before Stewart’s work can be spersjpective, the nature of
his lyric talent must be defined. This idea provides the impulseldse reading and analysis
of the many poems and verse plays discussed in this thesis, myeaighto provide new
understanding and insight into Stewart’s work in lyrics, ballads arskv@ays. However,
there are areas outside the scope of this thesis that rentmrstodied at a future date: short
stories; stories (mainly autobiographical) about fishing; andesttbat appear in tHgulletin,
all of which could all be viewed from a closer perspective suctaafels concluding remarks

in which he comments on Stewart’s unpublished poem ‘A Treat for St. Joseph’.

Phillips’ ‘The Poetry of Douglas Stewart’ focuses firsth the manner in which
Stewart’s first three volumes ‘largely conformed to the standards of medeatfitheir time*°

This insight by Phillips, together with Sharkey’s statement $tetvart ‘was accommodating

4 ibid., p.

42 Keesing, op. cit., p. 7.

2 ibid., p. 7.

j‘s‘ Smith, V., ‘Douglas Stewart: Lyric Poeeanjin, p. xxvi, 1967.
ibid.

46 Phillips, A.A., ‘The Poetry of Douglas StewarMeanijin, Vol. 1, 1969, pp. 97-104.
15



himself to modernity throughout his caréérs a line of continuity which contributes to the
poet’s central poetic philosophy which | focus on throughout this thesiawAreness of this
focal point is essential to an understanding of Stewart’'s poetryvarsd plays. Phillips
recognised Stewart’s increasing technical mastery, with rgymoff-rhyming, and his
vocabulary (sometimes colloquial) whereby his poetic diction matwsdisavoice emerged
from the poem itself. It was Phillips’ view that Stewartswaferring to his own poetry when

he wrote of Darwin who ‘Could well have whirled his thought from &iastar / Chasing the

far Creator and his plan, / But knew that or the origin of spedisall of truth one yard of
earth suffices® Reference to symbolism in this and other philosophical poems provided me

with the impulse to follow the line of discussion | have followed in this thesis.

Kramer’'s “Two Perspectives in the Poetry of Douglas Stepvasents the notion that
Stewart’s philosophical preoccupations ‘disclose a link between tbesoopic and heroic
dimensions of [Stewart’s] poetr§’,and that they express ways that mankind and the natural
environment interact. This is a line of continuity that unifies mahytewart’s poetical
works. Kramer's statement that Stewart’s poetry and his olisersaare ‘like pieces of a
mosaic’ [1 she perceives ‘a design which gives the impression of being eatlyiri
discovered, not predetermineéfl’this is significant, for it clarifies the problem of versatil

which some critics, including David McCooey, have found ‘problentatic’

James McAuley, a contemporary, wrote of Stewart’'s wolRdodlas Stewart? In

retrospect, he recalls Stewart's poetry as being concerned ‘gtenhancement, with

47 Sharkey, M., op. cit., p. 5.

48 Phillips, ibid. Meanjin, pp. 97-104.

49 Kramer, L., ‘Two Perspectives in the Poetifouglas Stewart'Southerly Vol. 33, No. 3, p. 293.

0 ibid., pp. 138-9.

®L McCooey, D., ‘Douglas StewartAustralian Writers, 1915-195@ale Group, Detroit, c2002, p. 365.
%2 McAuley, J., ‘Douglas Stewart’jterature of Australiaed. G. Dutton, Penguin, Ringwood, 1976.
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colloquial idiom, with the concretely particular, with the popular trandj with nostalgia for
an earlier and more “organic” community’. McAuley expands the observation that Stewart’s
diction is concerned with the clarification of his images whicluthe more sophisticated and
developing ideas as the poet himself maturednotions of heroic action, panache, and
qualities of leadership. It is McAuley’s opinion that ‘Stewawark is a large part of what is
interesting and likely to be durable in contemporary Australiaratitee® and is closer to the

truth than some minor critics would have readers beffeve.

Such comments confirm the need to re-evaluate Stewart’'swttrkesearch and
during the development of this thesis. More recent interest in dris from critics such as
McCooey provides comments which relate to the great varietyteafa®’s interests and
preoccupations in so many different (sometimes opposing) genreisresdmbnses from critics
such as McCooey who gives insight into the poet’s versatility;ish& term that attempts to
cover up neither the uneven quality of his work nor the lack of criéiigggement over what
constitutes his most important accomplishmefitsThere is no doubt that Stewart's material,
and its variety of critical interests, was, and still is, pnotalgc for literary critics. Ballyn’s
and McCooey's essays provide insight into Stewart’s achievemariles Lawrence Bourke
indicates links between Stewart's New Zealand and Australiark;whese views put
Stewart’s preoccupations in poetry, ballads and verse plays into gterspehile at the same
time they suggest reasons for his determination to live and work in Australia.

Chris Wallace-Crabbe concludes his article dealing withaBtewediscovery in

Australian Bush Balladsf the early history of Australian nationalism and the geneabbgy

3 ibid., p. 441.

*  oc. cit., p. 441.

% Hooton, ‘Fired from the Canon’, op. cit., §A.
% McCooey, op. cit., p. 357.
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un-English voices. Most interestingly, his opinion is that Stewalisappearance from recent
anthologies of Australian verse is a teasing phenomenon; but the tsmohopoems as “The

Silkworms” and “Brindabella” will come round agaifi.’

Structuring the thesis becomes problematic in view of Stewadlific and diverse
work; a chronological approach to his development as a poet in Newndeald Australia to
illustrate his place in the contested emergent cultures ofreditin has therefore been chosen
as an appropriate choice of presentation. In re-evaluating Stewantk, | commence with
his New Zealand poetry. Unavoidably, the choice was selectivesetleetion, therefore,
evoked value judgements which relate to Stewart’s argument orinvpogtant to an overall
re-evaluation of his total poetical works and their development asafteonsistently
‘accommodated himself to the idea of modernity all through hisngritareer®® From the
1920s to the 1970s he developed many varied themes, which were responsexital his
circumstances that emerged from changing conditions of his tineeldWVar Il was most
significant in regard to world-wide changing perceptions in 1939-1945 and thereatfter.

The long Chapter 2, ‘Douglas Stewart as New Zealander andi&gpaiargets the
poetical milieu in New Zealand as well as the cause of mu&tesvart’s dissatisfaction with
New Zealand literary critics, in particular, Alan Curnow and opiaats such as Denis Glover
and A.R.D. Fairburfi who rejected Stewart’s poetry in the 1930s, mainly becausssito
‘traditional’ in language and form. My approach is to challenge awibw and to provide a
background of other poets such as Bethell, Mackay, Curnow, Hart-Smith alhhdoWame

just a few. This chapter is intended to supply a critical lackhe literature relating to

> Wallace-Crabbe, D., ‘Poetry and Modernisitie Oxford Literary History of Australi@DUP,

Melbourne, 1998, p. 226.

Sharkey, op. cit., p. 5.

%9 Fairburn, A.R.DThe Letters of A.R.D. Fairbuyred. L. Edmond, Oxford University Press, Auckland985,
pp. 130-131.
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Stewart’s poetical output.

The organisation of my argument is chronological; discussion of teajs begins
with Green Lions(1936) followed byThe White Cry(19395° ‘Douglas Stewart’s Early New
Zealand Poetry’ (Chapter 3) concentrates on New Zealand landscapether New Zealand
images. These poems are undoubtedly those of a young poet (an ephedsteihie subjects
that delight a young man. Some poems such as ‘A Song to Crossath€&e., p. 298), are
clearly experimental, sometimes balladic, even though he kept tdoballad and lyric
conventions. In later years Stewart was to develop a more indiatilglin The Dosser in
Springtime, GlencoandWorsley Enchanted It is, however, in ‘The Scarlet Dancers’ that a
hint of profound themes which will appear in later poetry and verse péaobserved:
belonging, loneliness, solitude, and shared delight in nature, ‘His rifiging, cool bush of
ash, / still dances with her, heart to heart, / In the dear rbyrsleared delight’ (C.P., p. 299).
These themes in Stewart’s early poetry contributed to hisivaeiiought through which he
developed imagery and metaphysical ideas as a way of seardringuth in human
consciousness. The refinement of these ideas continues throughout his poetic oeuvseand ve
plays as lines of continuity which include his experimentation with modernism.

‘The Early Australian Years: tBalletin (Chapter 4), focuses on changes in
Stewart’s poetry, some Sydney poets and Norman Lindsay. Stewastiemced many
changes in Australia, and at Springwood, where he spent some of theshdppseof his early
years in Australia, and where he gathered ‘armsful of poenmh the surrounding bush.
Lindsay’s influence on Stewart’s work is clarified when he ackndgéds the older man’s

enthusiasm for creative impulse and creative effort that inspired'my own energy ... was

0 Stewart, D.The White CryJ.M. Dent, London, 1939.
1 Stewart, D., ‘A Song to Cross the Sév|lected Poems: 1936-196&ngus and Robertson, Sydney,
1937, p. 298.

62 Stewart, D.Norman Lindsay: a personal memaielson, Melbourne, 1975, p. 74.
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fed and stimulated by Lindsay'¥. Stewart, however, was his own person; he took useful
ideas from Lindsay’s philosophy, writing his own verse in his own way,imhis own words:

‘I am eternally grateful to him for those days [at Springwoodhnd many more before and
after’'® In his review of Mann’s ‘Poems from the Mask’, and StewaBtsinets to the
Unknown SoldierBrian Elliott's comment is particularly relevant: ‘Both mere groets of
sufficient quality to make a discussion of “influences” look foolh’Writers such as
Keesing, Smith and David Robinsbmefer to Stewart’s energy and versatility during the
period of change from his early life in New Zealand to one in whé&kvas involved with the
literary milieu in Sydney.

During his early years, Stewart had been practising wits Bnd ballads that
anticipated in tone, imagery and technique, poems in the later moil&etn OrchidsandThe
Birdsville Track This was a way of establishing his own ‘voice’, which continuesutiirout
his writing career to a conclusion in which the poem ‘Bell Rockansextended metaphor
representing Stewart’s career and his total work.

The focus of Chapter 5, ‘War Poetry’, provides different thoughtgesmand
voices to those discussed in ‘The Early Years’. World War Il (1198%) was a period of
changing impulses and changing perceptions in the literary world. ¥éemond Carter, a
boyhood friend and RAF pilot was killed during the (1940) Battle for Britatewart’'s poem
‘Elegy for an Airman’ (C.P., pp. 275-278), expressed emotions rarelyisdas other works;
the poem is memorable, mainly because of its nostalgic imagéig, was my friend who

died with me out of boyhood, / Was young with me, and hungered for strijenfidtbing can

®  ibid., p. 74.

4 ibid., p. 74.

®  Elliott, B., Untitled review ofSonnets to the Unknown Soldier, Australian Quayteviol. 13, No. 4,
1941, p. 114.

Robinson, D., ‘Douglas Stewart’'s Nature Lgri8outherly No. 1, 1987, pp. 52-69.
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warm the heart’ (C.P., p. 277).

InSonnets to the Unknown Soldi&tewart’'s imagination was challenged by his
lack of experience on the war front, in contrast to the work of sofubets who wrote
responses to their own experiences in World War 2: Leon Gelisse Men’, David
Campbell's ‘Men in Green’ and journalist / poet Kenneth Sless@&ach Burial’. Fire
imagery appears and reappears as one of Stewart’'s symbafjesireapressed in the poet’'s
personal vocabulary which represents themes of passion, bravery, hetoistage and
endurance. It also reflects danger and destruction as it dSesmets to the Unknown Soldier
(1941) (C.P., pp. 275-278). These sonnets protest against barbarity, erakdtce, human
against humaf?, wherever soldiers live, throughout millennia, soldiers of all counsieshe
same, fighting for the old men who make wrong decisions, as, for example, at Gallipoli.

Stewart’s protest against violence is not constrained bgnedsrto war; it is a theme
that continues throughout his mature poetry and verse plays and in thehabiteeStewart’s.
The way in which he begins with an idea, then uses it in differeys whrough specific
language, imagery, rhyme and rhythm continues through lyrics, somuetmbads and verse
plays such a&lencoe

Stewart’s contribution to tBeillletin during World War 2 in the role of reader, editor
and adviser for the soldier poets, has been ignored by critics wid faifecognise his work
over a period of five years. In collections of war poetry his ndoes not appear. The critical
lack of interest fofSonnets to the Unknown Soldigas possibly related to Stewart’s use of
Romantic style and language whereas Wilfred Owen’s war pdetrgxample, written during

World War | about human pain and suffering on the Western Front, presemaedavas then

67
68

Taaffe, op. cit., p. 360.
Stewart, D., Introductiomouglas StewartAngus and Robertson, Sydney, 1963, p. vii.
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modernist poetic awareness of soldiers’ experiences and theimses to these experiences.
Stewart did not write war poetry aftS&onnets to the Unknown Soldiéis Sonnetsvere far
removed from these poems in both language and style. He also recognigol e¢ween his
own poetry and that of the Australian soldier-poets’ work he editethéoRed Page during
World War II.

Various voices are taken to an aesthetic levdlar-ire on the Sno¢l939) in which
violence of Antarctic weather defeats Scott’s expedition that ientlagedy. ‘Verse Plays for
Radio: The Fire on the Snownd The Golden Lover(Chapter 6), demonstrates how the
challenge of new technology such as radio was taken up by Steveatib gRovided him with
an incentive to write drama for a medium other than stage productmllowed him an
opportunity to use a variety of voices, including his own as Announcer, witbhhwo
comment on more profound themes than his earlier poems offered. AlthdadhKelly
was Stewart's most popular play (written for stage, it was broadcast on radio), it he
Fire on the Snowthat established his reputation as a playwright in Australia andeas
This verse play about Captain Robert Scott’'s expedition to the SouwthcBaiributed to a
sharper understanding of Australia of the time and changed the wagneesliperceived
themselves and their society. Radio also allowed listenersualizis and respond to romance
in The Golden Loveas well as td'he Fire on the Snowhich is about ‘romantic heroisff’
that transcends the ordinary, a theme challenged by late modernists.

Fire and dream are central images which app@&aeifrire on the Sngwhe unity of
dream and fire symbolizes courage, fortitude and endurance; Stewvalbps these themes to

an abstract level, surpassing literal and nationalistic desergptf the landscapé.he Fire on

9 Stewart, D.Ned Kelly 1943, Three Australian PlaysPenguin, Ringwood, 1975. Althoutyted Kelly is
Stewart’s best known verse play, it has km@alysed and discussed by many critics over maaysy it has,
therefore, been omitted from this discussio

0 Green, H.M.History of Australian LiteratureAngus and Robertson, Sydney, 1961, p. 1180.
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the SnowandThe Golden Loveare the antithesis of each othérimagery of flame, ice and
snow of Antarctica irThe Fire on the Snowontrasts with the bright colours of bush growth in
New Zealand and the brightness of fire and dream imagérgenGolden Lovehased on the
Maori legend of the red-headed ‘patu paiarehe’ in which Whana, the golden lover, drad, Taw
Ruarangi’s beautiful wife, who have an extra-marital affaiawhai eventually returns to the
world of reality when she rejects the dream of a life with Wéhi@ return to her Maori culture.
Although this play is a comedy in verse, the language is not ddmitds formal throughout
and maintains the dignity of the Maori. For all the differendeé® and dream imagery and
underlying symbolism of mankind’s identity with the life of the leatself conneciThe Fire

on the SnovandThe Golden Lover.

Stewart’s practice of close observation of subjects continu®annOrchidg1952)
and The Birdsville Track(1955)" (Chapter 7). ‘Flying Ants’ demonstrates the way Stewart
uses metaphor and imagery to construct a ‘crystal tower net @abhedl’ (C.P., p. 161); at the
same time, the tower is a symbol of uplifted thoughthe flying ants are the stimulus for the
poet’s impulse which then transmutes the natural to human consideratiig.concept, as
well as the idea of ‘flittering thought’ in ‘Firetail FincheC.P., p. 53) and ‘The Finches’
(C.P., p. 110} are symbols of the processes of thought as the poet is preoccuttiethevi
activity of consciousness; the difficulty the poet faces is hoexpwess these thoughts within
the limits of the language at his disposal. This is clarifig@Gtewart’s use of personal idiom
as he creates his own vocabulary, a grammar of symbols; fopexaicCooey suggests that
‘Rutherford’ is ‘organized in terms of binary oppositions: the cosrtie Atomic; early / late;

movement / stasis; savage / civilized; human / superhuthan’.

n Stewart changed the title of ‘Firetail Finchés ‘The Finches’ forCollected Poemsand Selected

Poetry.

2 McCooey, op. cit., p. 364.
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Contrasting themes of music and silence form part of thecimysin ‘Mahoney’s
Mountain’ (C.P., p. 168) and in orchid lyrics such as ‘Nodding Greenhood’ (C.P., p. [¥5)
‘Helmet Orchid’ (C.P., p. 158), the concept of silence is considerethtase ‘listens’ to
eternal music that is the rhythm of life Stewart imagines the helmet orchid is listening to the
sounds of silence while the fragile colony and the giant bloodwoods drefpthe same
unified whole and all ‘listen’ to the same ‘voice’. In contrasth® silence found in many of
Stewart’s nature lyrics, the music in ‘Cicada Song’ (C.P., p. Bapisy; it is also a song of
defiance in the face of dangers that summer brings to Christnfasstralia. He strives for
precision with the poetic expression of these human connotdiiotise language he uses
suggests that he is focused on the effects of nature on mankind antetbehumans in the
general scheme of things.

In the introduction tbouglas StewartStewart writes that, ‘it takes a long while to
realize that the proper thing to strive for in poetry, usually, bsolte clarity’ (p. vi).
Although he was referring specifically to his early New Zgadlpoetry, for example ‘Moment’
(C.P., p. 327) and ‘The Growing Strangeness’ (C.P., p. 318), the idea tyf afagkpression
continues throughout his collections, and it iF e Birdsville Trackhat this preoccupation is
most obvious. Survival is the major theme in both short lyrics and riggagams inThe
Birdsville Track the continuity of the theme appears to be the way Stewarindéedbe hearts
and minds of the men and women in this environment; without water thigverspirit is lost
and consumed by aridity, heat and madness. There are two landsdhpesoiiection: one
is the physical landscape and the other is symbolic, the landscape of the mind.

The new perspective of the universe gained by Stewart duringumgyj on the
Birdsville Track is pursued in later poetry which contains matack @ofound themes that
implicate world-wide humanityl themes which began with his interest in heroic struggle and

emerged fromThe Fire on the Snows continued in Chapter &lencoe(1947), ‘Worsley
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Enchanted’ (1952) and ‘Terra Australis’ (1952). These themes arenguatve and
narrative; they are focuses of Stewart’s interest whichtidtes his philosophy that life is an
ongoing struggle which achieves extraordinary qualities of courajbravery, particularly in
Worsley Enchantedbout which he writes: ‘by implication it is a comment on thengeness
of all human experience, the mystery of our existence’; it is the will to suhétegmains one
of the mysteries of lifé

Stewart experimented with the ballad form earli®asser in SpringtimeThe Fire
on the SnovandNed Kelly but it is inGlencoethat his admiration of Scottish ballads emerges
dramaticallyl] these ballads are the response of a mature and imaginative Lpketthe
literary ballads of some of his contemporaries (such as DewgeGIn New Zealand, or
William Hart-Smith in Australia), his ballads do not follow thakf or traditional ballads, in
that they are not songs transmitted orally, otherwise they asdyntonventional in form. In
GlencoeStewart achieved a sense of poetic voice through imaginativesmaiiiplemented
by voices of his characters and expressed in varied ballad forms ast $és/the story of the
1691 massacre of Glencoe, the result of clan rivalry between thpl@ls and the Stewarts.
These motifs and the interplay of voices continue in ‘Worsley Enchanted’

Stewart creates dream imagery in ‘Worsley Enchanted’ (C.P1,735p194), as he did
earlier inThe Fire on the SnowndThe Golden Loverthis interfusion of reality and dream
provides a unity characteristic of his dramatic and narrative wdklorsley Enchanted’ is a
poetic account of Sir Ernest Shackleton’s expedition to the Antarcti®14-1916. Frank

Worsley (Captain of th&ndurancé wrote a recount of the journey in 1920Stewart wrote,

3 Stewart, D.pouglas StewartAustralian Poets series, Angus and Robertsomeéyd 963, p. ix.

4 Worsley, F.A., The Great Antarctic Rescue: Shackleton’s Boatdeyrintroduced by Sir Edmund Hilary
and photographed by Australian Frank Hurléges Books, London, 1977.
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‘Worsley ... said that he joined the expedition as the result ofamdfe The poem begins
with the dream motif, ‘Commander Worsley, fired with a purposeyriddd in his dream like
a stocky porpoise’ (C.P., p. 175); the dream motif continues in Stewsetiges in verse plays
about adventurers such as Scott, Worsley, Quiros and Lane, and RutheManiy of his
‘heroes’ have New Zealand connections: Stewart is drawing on kéh&nows, and is
publicly advancing New Zealand’s place among voyagers and discoverers.

Inclusion of the fourth man in Section 15, unseen but always present\Vdarsigy,
Shackleton and Crean'’s journey to the Norwegian whaling station di Georgia, introduces
a spiritual theme to Stewart’s poetic preoccupation. This idriiegest spiritual image in any
of his poetry or verse plays; he avoids an outright statement abqueere@nal beliefs in this
regard, although the mystery of life and death and the spirit okdhth are pursued as
underlying philosophical ideas in many lyrics and in ballads sucblexscoe At the end of
their struggle with the Antarctic environment, the conflict betwéwimans and nature
becomes another dream, but the conflict between dream and realitg isf defiance. All
men on Elephant Island survived, thus prevailing against the odds; a camjrifagtor to
Stewart’s imaginative recreation of ‘an attempt to create actragthology’ in these terms for
Australia, drawing on history and legend for its subject matterrievealing shift away from
contemporary subjects and settings of Australian redfism.

A spiritual theme is also present in ‘Terra Australidong satire in which two
voyagers, Captain Quiros and William Lane, meet in search ofdlirutopias, but unlike

the image of the fourth man in ‘Worsley Enchanted’, Stewartisagitheir quests. Keesing's

Stewart, D.Yoyager Poemslacaranda, Brisbane, 1960, p. 118.
Sturm, T., ‘Drama’Oxford History of Australian Literaturegd. L. Kramer, Oxford University Press,
Melbournep. 227.
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comment that the poem is ‘a mocking but profound satire upon immoderate idealism’! is apt.

It is Quiros’s voice that tells Lane about his failure tmbésh a successful religious
settlement at Espiritu Santo; Lane tells Quiros about his éatlurmaintain a co-operative
settlement in Paraguay. Unlike Shackleton in ‘Worsley Enchantedi,@uoiros and Lane are
ineffective leaders of men who both finally suffer failure and disillusionnarikie same time,
they refuse to accept death and defeat. Stewart does not sallctieracters ‘heroic’, a term
disparaged by the modernisis instead his satire suggests that Quiros and Lane are fjures
ridicule, that is, of egomaniacal delusion. Quiros’s vision of a Utopia metaphysical level,
and like Lane’s vision of a new Utopia in Paraguay, it is a vogidkee mind, a voyage of
self-discovery referred to in Chapter 8 as ‘the landscape of the mind’. TJtiatdis$ narrative
emphasises confusion in the minds of Quiros and Lane, and like the Blytogman, their
ghosts continue to follow their dreams. Stewart invites readeesat the poem as an analogy
as he reflects indirectly on Australia, its political and dagtiaicture and the distance from its
European (British) background.

Despite the failure inherent in ‘Terra Australis’, a se@fideumour emerges from
Stewart’'s penchant for metaphoric imagery. The theme of lusacgrstant as the poem
refers to moonlight on the ocean, ‘in the world’s skull like a moonditrb(C.P., p. 168), in
which the two vessels ‘zigzag in confusion’. Humour is also présdahe language and the
ludicrous situation in which the ghosts find themselves as they ask, dd we know we are
truly dead?’ (C.P., p. 171). Stewart describesSha Pedrowith a simile, ‘rolled, / High-
pooped and round in the belly like a barrel’, illustrating a comic modleasvo men proceed
to continue their quests into the unknown. Humour in ‘Terra Austradisiributes to the

thread of continuity throughout most of Stewart’'s poetry; it iSngportant characteristic

Keesing, Douglas Stewart: Australian Writers and Thé&ifork, Oxford University Press, Melbourne,
1969, p. 29.
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which, as McCooey suggests, is not recognised fully by literary critics.

Collective voices of characters inform readers of implicabensd the action, often
through symbolism and motifs, and it is this that provides continuity thr@tigncoe
‘Worsley Enchanted’ and ‘Terra Australia’ rather than a continubameé linking the three
works. Struggle and heroic endurance are readily identifiable ih rabiGStewart’s ‘most
ambitious and most significant work.’ Quiros and Lane, Worsley and Shackleton, and the
intellectual voyager, Rutherford, are examples of the protagonigiseancourage lifted them
above the ordinary.

Clement Semmler refers to Stewart’s ‘scrupulous observatimatiae of creatures
and things, rendered in a tone tenderly elegiac or matter-of af@tnixed with glimpses of
the past” His suggestion that Stewart had become concerned with a fodgarturn in
history’ in poems such as ‘Reflections at a Parking Meter’ &edpard Skin’, Semmler’s
opinion is apt; ‘he (Stewart) has always had a penchant for philosogphiziverse; the
difference is that he has, in his later poetry, become more passandhironic’, and this is
supported by his remark that Stewart had a ‘remarkable facilityith metaphysical imagery,
as a probe for something buried deeper in men’s consciounessSemmler's remarks
encapsulate Stewart’s poetic development and preoccupations which cteafages more on
human experiences and the effects of those experiences followipgrs@nal investigation
into, and experiments with the modernism of his time.

When A.D. Hope’s essay ‘The Discursive Mode: Reflections on dbledy of

Poetry®' appeared ifQuadrantin 1956, Stewart and other poets such as FitzGerald, Hart-

8 Smith, R., ‘Douglas Stewart: Terra AustrallsNQ, Vol. 2, 1973, p. I.
Semmler, C., ‘Australian Poetry of the 196@ame Personal Impression$he Art of Brian James and
Other Essays on Australian Literatukgniversity of Queensland Press, St. Lucia, 197/84.
80 ihi

ibid., p. 33.
Hope, A.D., ‘The Discursive Mode: Reflectiamsthe Ecology of Poetry’Quadrant Vol. 1, 1956, pp.
27-33.
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Smith, Francis Webb, Rex Ingamells, McAuley and Rosemary Dobson|readyawritten in
the discursive mode; it had been an established style since lth&3Hs when Stewart wrote
The Fire on the SnawHope focuses on a more unified single-style, single voice poem than
the ‘sequence’ style of modernist poem favoured by Stewart and atistakan poets at that
time. He also moves away from the particular to the genet@nsent or argument, unlike
Stewart’s fine detail inSun Orchidsand later nature lyrics ifRutherford such as ‘The
Silkworms’. Hope earlier wanted to improve the quality of Ausiralpoetry when he
criticised the Jindyworobaks and the Angry Penguins, and suggestedustedlian poets
should make use of a discursive mode or a more relaxed middlefspdetry, and encourage
the practice of satire; this advice was noted by Stewart,cplnty in ‘Terra Australia’.
Stewart concludes that Hope is at his best when loathing is fteetsinto love, such as ‘An
Epistle: Edward Sackville, to Venetia Digby’, in which the poemsiliates Stewart’'s own
practice of control of technique, finesse of language and music dimhgihd rhyme that he
admires.

Changes in sensibility from traditional verse of the ‘Eskabést’ poets (Stewart,
FitzGerald, McAuley and other poets of the 1940s and 1950s), were supportite by
magazines such &voetry (1941-1947), the Red Page (which gained strength under Stewart’s
editorship), and Australian Letters(1957-1968): all supported the tone and styles of older
poets, as was the practice Mkanjin Overland and Southerly Innovation and change in
poetry was slow to be taken up by these magazines until the ‘Geneoh '68’, who, as
younger poets, were experimenting with new forms, structure, languadjehemes, and
adopting self-consciouavant-garde modernist ways of thinking and presenting their works.

Vincent Buckley, R.A. Simpson and Wallace-Crabbe were ‘membergheofivant-garde
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Bruce Dawe and Evan Jones also joiffddraig concludes that Dawe helped to release poetry
from its Georgian restraints and staidness.

These changes in poetic sensibility cannot be attributed tove away from
traditional poetry alone; the Vietham conflict and conscription conatbad major world-

wide changes in literature. John Tranter recalled in 1982 that younger poets called for:

new freedoms in their lives and poems ... freedom flmmeaucracy and capitalist
exploitation, freedom to experiment with drugs,ddreedom] to develop a sexual ethic
free of hypocrisy and authoritarian restraffits.

Stewart was ambivalent in his opinions, particularly in Hitudd towards
modernism, but as mentioned earlier, Sharkey’s suggestion thatriSteagaaccommodating
himself to modernity throughout his career explains some prelimgigng of his awareness
of change in literary practice which can be seen in some ofahiscal poetry such as
‘Reflections at a Parking Meter’ and ‘Four Letter Words’ (1962-198&i(, the mock-serious
‘Leopard Skin’ (1962). Geoff Page sees ‘Leopard Skin’ through moderd* eylesn he
reminds readers that: ‘Poetry is not all a matter of noblgritesl heroic events and sublime
enjoyment of naturé]l or of love at a distance. It's also about rotary clothes-limes a
somewhat pathetic wearers of leopard-skin underp&nts’.

The voice in ‘Leopard Skin’, that is, Stewart’s persona, is antmsesh image of
‘Seven pairs of leopard-skin underpants / Flying on the rotary claties-his philosophical
sense of joy, common to many of his poems, is explicit, firsthhantitle itself, then in its
mode of satire. ‘Leopard Skin’ is ‘different’: it is writt&ts a sonnet, but it emphasises the
poet’s modernist approach in tone and attitude towards his subjectpoBEmsis discussed in

more detail in Chapter 9 of this thesis to reveal the poem’s met@maracter and as an

8 Craig, A., ed.12 Poets 1950 to 1970acaranda Press, Sydney, 1971, p. 8.

8 Tranter, J., ‘Four Notes on the Practice ofdRation’, Australian Literary Studiesvol. 8, No. 2,
October 1977, p. 128.

:‘5‘ Page, G., ‘Leopard SkirB0Q Classic Australian PoemdNSW Press, Sydney, 2009, pp. 95-98.
ibid., p. 98.
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example of Stewart’'s philosophy about poetic language such ashyikerand ‘a number of
half-rhymes’, together with ‘the final couplet ... it brings the poema snappy end by
somehow summarising all that has gone befbre’.

Stewart’s concentration on whirling atoms in ‘Rutherford’ (C.P., pp. 96-105) becomes
a major image in this workl that of the wheel as ‘the racing electrons whirled / Cirdlivey
radiant centre, the white-hot nucleus, / Held in your hands, almost, siyoe avere, / Pierced
by your thought like a neutron’ (C.P., p. 96), and as Rutherford contemplatesrdote, ‘A
wheel moved somewhere far away in the dark’ (C.P., p. 97). Thesestlagmhemages once
again provide threads of continuity while, at the same time, mgnéisantly is the theme of
‘the irresistible advance of knowledge itself and its possibleceffon the destiny of the
human race’ appears as a concept that challenges Stewart’s timoomgie than this particular
poem?

There are two voices in ‘Rutherford’: Rutherford speaks fosdieatist and his
concerns for the future of humanity (but the underlying voice is Steyvavhile Stewart
comments on his awareness of Rutherford’s quest to split the atbie; expressing his
personal comment on his developing concern for humankind, he writes fromchistact
which entails the atomic destruction of Hiroshima and Nagasakhwirmught the war in the
Pacific to an end in 1945.

Many poems ifihe Flowering Placeollection are about explorers and scientists and
their quests for knowledge and the unknown; there is often a satiri@tshan underlying
symbolism of human identification with the life of the earth ftd@loughout Stewart’s total
works. His choice of poems in these collections is significarhey draw modernist themes

together that eventually present continuing motifs, as in ‘The Pe@ébdh, pp. 10-13) that

8 ibid., p. 97.
8 FitzGerald, op. cit., p. 44.
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illustrates Stewart’s variety of themes and preoccupations. m&eis ‘penchant for
philosophising in verse’ (see above) when humorous verbal imagery probessfedeas
current in the 1960s; Stewart gives serious yet unobtrusive thoughe ttopic as he
contemplates the mystery of the female mind as well as thieepalf gender at that time. His
idea of female equality with the male of the species is sirape to the female as it was later
in The Golden Lover

‘Bell Rock’ is impressive in the way Stewart’s imageslesce and cancel / In
mystery at last’ (‘The Waterlily’, C.P., p. 59). The lighthouseymbolic tower which reaches
for the sky, is his own fortress of art and poetry. Based on hmltdect, the imaginary
lighthouse is Stewart’'s metaphysical tower of poems which repiedis poetic output and
the opposition it engendered in both New Zealand and Australia, and theretornfie w/hite
shower, ‘I have built my tower’ (S.P., p. 246). As well as imagneatnagery in ‘Bell Rock’,
Stewart’s persona’s voice emerges strong and clear as it owgthvat of Stevenson, the
real-life builder of the lighthouse on Bell Rock in Scotland. A deersice, it speaks of the
poet’s perceptions and preoccupations that contribute to his versaliity.poem is reflexive
and symbolic in that the reader is left in no doubt that the light that shimegHe tower is the
intellectual and creative force which provided Stewart’s qtmstunderstanding with
answers to some of the mysteries of life. Motifs beconeagér and more profound with the
poet’s maturity until, finally, the stones used in the building of I'Bck’ are the poems
which are symbolically his philosophical perceptions of his poetic oeuvre.

One can imagine that Stewart would applaud comments aboutttiiedpbate in

the Australian Literary Revievin reply to some contemporary poetry criticism. Poetry editor,
Jaya Savige, concludes that Philip Meabstworked Language: Culture and History in

Australian History (2008) is ‘a much needed adrenaline shot in the heart of Australian
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poetry’®® Savige argues with lan McFarlane, who remarked in an eadigon of the
Australian Literary Reviewhat poetry is not given the recognition it deserves. According to
McFarlane: ‘Poetry today is unread because much of it is unreadabllee deliberately
awkward structures and discordant rhythms that casually jar theagyvell as the edf.
Inclusion of Stewart’s poetry in the 2010 NSW Higher School Ceat#isyllabus, together
with Savige’'s more tolerant remarks, could be an indication that tinaly be a balanced
reappraisal of modernist poetry such as Stewart’s in the fubuneaf study of Australian
poetry.

This thesis is concerned with Stewart’s creative impulseasithvef motifs, as well
as the symbolism of his poetic language and its connotations, philosopioestc
preoccupations and poetic language, whereby he established many looesiriity such as
modernism in his poetry and verse plays which contributed to his totas@biny throughout
his career. Discussion in the following chapters focuses on oft&physical and pantheistic
lines of continuity which contribute to Stewart’s central philosophhisgnpoetry and verse
plays from the 1920s to the 1980s. The poet's sense of ‘belonging’ te ratdr his
identification with it is the centrepiece of his philosodhythe closer one moves towards
nature, the closer one moves towards the spirit of the earthlitsedfan important line of
continuity throughout Stewart’s literary development. As he maturédacame more at ease
with the modernism of his time, underlying symbolism and deeper issu@s as human
responses to challenging experiences developed in Stewart'spéec oeuvre and verse
plays. Modernist lines of continuity in his later works cannot be afgteel from one poem

0 the effect is cumulative and forms a pattern or ‘mo¥arehich McCooey suggests that

8 Savige, J, ‘Australian Literary Review: Pgdtives, OK?’, The Australian2 June, 2010, pp. 16-17.

8 ibid., p. 16.
% Kramer, op. cit., p. 296.
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some critics have found ‘problematicand which some critical focus has not fully recognised.
As stated early in this introduction, my intention is to persuade readers ttueteeva

Stewart’s poetic achievement and his contribution to the literary culture ofnais s

literary output, its diversity and variation of critical interests, will ptiove to be thought-

provoking for literary critics, and will continue to provide insight and perspective &rested

readers of his poetry and verse plays. He suggests that ‘the strangeness @irttie Avatrld

as it appeared to Commander Worsley, a plain seaman: by implication it is a camrttent

strangeness of all human experience, the mystery of our existeridas theme continues

throughout Stewart’s total works it is a line of continuity which contributes to the poet’s

central philosophy.

91
92

McCooey, op. cit., p. 365.
Stewart, Introduction tbouglas Stewart1963, p. 12.
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