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Abstract
Poetry and film are artistic modes for representing, interpreting and evaluating our
environment. Aotearoa’s poets have distilled the meanings we place on ‘places of the
heart’ since the first oral histories and lyrics were composed. Kiwi filmmakers have
also fixed their gaze on places layered with cultural significance, selecting Edens at
various stages of the Fall as settings for their protagonists to mess about in. With New
Zealand’s unique position as the last place on earth to be populated, the human
response to this landscape is a significant aspect of the nation’s psyche, and the
relationship between people and place remains an enduring motif in local writing and
cinema. My research stems from an exploration of the poetic and on-screen
representations of the Central Otago region as a cultural landscape generated by a
variety of spectators.
This paper takes an excursion into the high country of Te Wai Pounamu to see how
two key places have been sighted in terms of the South Island myth. The first place to
be framed is deep in the Matukituki valley. Here, the gaze of the nationalist era is
epitomised by the ill-fated Aspiring film project masterminded by Brian Brake and
scripted by James K. Baxter. The antithesis of their gaze can be seen in the ‘Paradise’
of Jane Campion’s post-feminist television mini-series Top of the Lake (2013). My
interest is in the swing from Brake and Baxter’s romanticizing of Aotearoa’s ‘Lakes
District’ to Campion’s brutalizing of it. How has the mythical South Island landscape
been established and then fractured by these artists?
These issues are also explored in my creative component, which draws upon my
critical report in order to devise my own response to the South Island myth through a
fictionalized journal / scrapbook entitled ‘Aspiring Daybook’.
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Preface
No country upon earth can appear with a more ruged and barren aspect than this
doth from the sea as far as the eye can reach nothing is to be seen but the summits of
these Rocky mountains which seem to lay so near to one another so as not to admit
any Vallies between them.
- Captain James Cook’s log, 23 March 1770
An early gaze upon Aotearoa as a symbolic place in collective memory is not a gaze
on the land, but the gaze upon the kuaka migrating south for summer through Central
Polynesia. The flightpath of these godwits gave the first explorers a clue, around 800
years ago, that there was land beyond the horizon. So Aotearoa was in the first
instance a place not seen, but imagined. It began as a construction, the dreamed-of
region the kuaka flew towards which was waiting to be ‘discovered’.
When Captain James Cook trained his telescopic lens on the dinosaur-spine
mountains he sighted from the Endeavour, he cast a colonist’s gaze onto the Southern
Alps and in his journal began to scribe the first of the written mytho-poetics that still
surround them.
Many poets and directors have looked upon this landscape and positioned themselves
at different angles in relation to it. For some, Central Otago’s dramatic vistas cause an
annihilation of self. For others, they bring about affirmation of existence. Certain
artists oscillate between the boundaries of this binary opposition, sometimes within a
single piece of work. At issue is how to authentically represent a land that is so loaded
with connotation, prior narratives and inscription. Is the artist always the Other? Or is
this Heartland the Other place? To what extent have responses to the landscape
generated or obliterated the South Island myth?
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Research Objectives
In a place that readily shifts into the symbolic, where is the author (or auteur)
situated? Which voices have been suppressed? My Masters project seeks to address
the problem of how to ‘authentically’ represent the Aspiring region as a New Zealand
writer or director.
My investigation is comprised of both exegesis and eisegesis:
1. The Critical Report
My report tracks the representation of New Zealand’s Southern Lakes from
Brake to Campion, and how it has shifted from a pure, lofty manifestation of
the divine to a disturbing and disturbed fallen Eden. My tracking looks
specifically at the relationship between artists and place; firstly in the poetry
written of and within the Matukituki valley and secondly at the filmmaker’s
dystopian ‘Paradise’ setting at Moke Lake. Both locations are found within Mt
Aspiring National Park, in the heart of the place popularly known as ‘Central’.

2. The Daybook
After (re)visiting the physical places referenced within selected Central Otago
poems by James K. Baxter, Basil Dowling, Liz Breslin, David Eggleton,
Denis Glover, Bernadette Hall, Emma Neale, Jack Ross and Laura Williamson
I have responded to them through my own writing. The resulting text is
collated as a fictionalised diary called the ‘Aspiring Daybook’: an eclectic and
ephemeral journal of an ex-pat narrator who returns to her rural hometown to
take care of her terminally ill father.

Through the experience of ‘coming home’ to live and write in Wanaka, I am
interested in finding out how this area has been represented in literature and on screen
and what this says about our relationship with ‘Central’ as a cultural landscape, then
and now. I see this mythical Heartland as being inscribed with layers of meaning that
can be read through a variety of lenses which are always translating space into
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mediated place. Lakes District inhabitants and visitors are constantly framing a
projected image; the most accessible of which is the reliably conical Mt Aspiring – an
icon of the South Island myth. This paper examines ways in which a sense of place
(or placelessness) is established through the representation of and about the Aspiring
region. My critical report traverses the arc of the myth, following its trajectory from
Heimatic construction towards shattered allegory. Finally, my research informs my
own creative response to living in this landscape.
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Dedication

This research report is dedicated to my parents Robert and Prue,
who first took me into the mountains and helped me understand their mana.

vii

Acknowledgements

Several people and organisations were instrumental in assisting my research process
and supporting the completion of the final report and creative work. Firstly, I would
like to offer my sincere gratitude to my supervisor Jack Ross who provided patient
advice and insightful critique balanced with a good measure of humour at each stage
of the investigation. I would also like to thank my colleague Jeremy van Riel for
sharing his wealth of knowledge about the relationships of tangata whenua to Tititea
and the surrounding area. I am lucky to have been nurtured and encouraged by local
writers Liz Breslin and Laura Williamson who offer regular opportunities for aspiring
poets like myself to collaborate and work with visiting writers via their community
group, Poetic Justice Wanaka (POJU) and the Outspoken Festival and who both
offered their feedback and editing suggestions for the completed project. Also a
member of POJU, I would like to acknowledge Jan Kelly who shared her expertise on
Māori mapping of the Southern region and helped me in the final stages of preparing
the work for submission. Kudos must also go to Emilie Brosnahan for joining me on
an inspiring mountain biking mission and hike into French Ridge Hut as part of the
research for this book. For their proofreading prowess, I’m indebted to John Klevstul,
Shane Wholers and Sue Wootton. I was fortunate to gain a TeachNZ Study Grant and
one week’s sabbatical leave from Mt Aspiring College which gave me valuable time
and some funding to work on my writing and research; both of which were greatly
appreciated. Finally, I wish to thank my family Prue, Robert, Ben, Angus, Louis,
Nina, Margot, Bess and Alice for their love and support.

viii

Table of Contents

The Research Report

i.

Aspiring: the A in the Apex of Myth

ii.

Baxter and the Mountain

iii.

Tititea as a ‘Lost and Found’ of the Self

iv.

Myth-making in the Matukituki valley

v.

The Lakes District and the South Island myth

vi.

Self, meaning, place

vii.

Sampling the Sublime in Central Otago

viii.

Subverting the South Island myth

ix.

‘Paradise’ Lost

x.

Conclusions

xi.

Works Cited

The Aspiring Daybook

xii.

Foreword

xiii.

Aspiring Daybook

xiv.

References and Acknowledgements

xv.

Endpapers

ix

i. Aspiring: the A in the Apex of Myth

Figure 1 Storyboard still by James Drawbridge

Frame 1

Establishing wide angle shot in Kodachrome colour: snowclad
Aspiring. Deep focus, high key lighting emphasizes swirling
stormclouds, and the mountain’s regal presence.

The apex of the South Island myth culminated during the period when the young
Baxter (23) spent six weeks in the Matukituki valley from early January 1949 with his
friends the director Brian Brake (22), composer Douglas Lillburn (34) and painter
John Drawbridge (19) in order to fulfill Brake’s intention of creating a “cinematic
poem”[Aspiring]. The filmmaker’s vision was never achieved but instead points to the
romantic, nationalistic and problematic construction of the South Island’s high
country as a Heideggerian Heimat (the untranslatable German term which references
both ‘home’ and ‘homeland’, along with birthplace or ‘blood’ land).
The philosopher Martin Heidegger’s chief concern was with Being as in being-in-theworld, an awareness of which he said was brought forth by a return to the homeland,
or die Heimat – a problematic idea which still has residues of the scholar’s national
socialist leanings. Without aligning the New Zealand filmmaker under that
troublesome banner, it could still be said that in some ways Brian Brake was
attempting to capture this sense of authenticity through positioning his selected artists
away from the confines of society and instead within the awe-inspiring landscape of
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Aspiring, then crafting their journey through cinematography. He captured their
masculine being-in-the-world at a unique point in time, a time and place which could
be inscribed as a beginning.
A sense of belonging was generated from the cultural landscape of Aspiring while
Brake’s film project was rolling. In “The Origin of the Work of Art”, Heidegger
suggested that language always brings about Being (Ereignis) through a journey from
and return to die Heimat. Using Heimat in a philosophical manner, Heidegger
proposed that through art, an “other beginning” or Anfang [Contributions 53]
emerges, which is part of an oscillating ontological event, a moment of openness /
poiesis / puta noa. Heidegger proposed that “place places man in such a way that it
reveals the external bonds of his existence and at the same time the depths of his
freedom and reality” [1958, p19]. So the place of Aspiring and the Matukituki valley
positioned the men as individuals in a geographic location, whilst also generating a
sense of self, existentialism and veracity. The place located the artists both externally
and internally which Brake then constructed via the gaze of his camera.
In Central Otago - the geographic centre of Te Waipounamu - the predominant vistas
are mountain and lake. These topographical features are often employed as motifs in
the writing and films of and within this place. To gain insight into the significance of
the region in New Zealand poetry and film, it is of interest to look at two of our most
pertinent platforms for metaphor – Mt Aspiring (the highest mountain) and Wakatipu
(the deepest lake). Written and cinematic interactions with these sites tend to convey a
sense of transience as opposed to inhabitance. There’s a sense of camping on the
edges of these foreboding places. Here in the heart of the Heartland, Nature will
always have the final say; its jagged peaks and haunted waterways serving as
reminders of the impermanence of humanity. Two camps, the first on the banks of the
Matukituki river and the second at Moke Lake, provide the scope for this research.
As in a mihii, this report begins with Mt Aspiring as symbolic landscape and
addresses how the mountain has been represented and linked with a sense of identity
2

by key players in the manifestation of the South Island myth. The latter part of the
report tilts down to focus on Wakatipu, examining the significance of the lake camp at
Jane Campion’s ‘Paradise’ in Top of the Lake (2013).
Firstly, we visit Tititea (Mt Aspiring).
“As with all principal maunga (mountains), Tititea is imbued with the spiritual
elements of Raki and Papa, in tradition and practice regarded as an important
link to the primeval parents. Tititea is a prominent and majestic peak, clearly
visible from a number of vantage points in the south, and its role in Ngāi
Tahu’s creation stories gives rise to its tapu status” [Poutini Ngāi Tahu].
Spanning back to early oral traditions, mountains have served as symbols of the
Sublime; as primordial reminders of mortality; as signs which lead the beholder both
into the realm of myth and towards reflection on the here and now of existentialism.
Brake intentionally drew upon this enduring relationship between artists and
mountains. His purpose in shooting the footage for Aspiring was to create a docudrama which embodied the nationalist concerns of artists of the era, a self-conscious
return to one of the most wild regions of the South Island, a symbolic place deep in
the Heartland.
Described by Drawbridge as “a point of artistic origin” [Aspiring] for him, Brake’s
project can be read as a nationalistic collage, steeped in mystery for as long as it was
lost in the archives; a journey that has returned to the public eye only when Yvonne
Mackay’s documentary about the ill-fated film was shown as part of the “Artsville”
television series in 2006 – a media representation which provides a further
fetishisation of the South Island high country.
Gregory O’Brien describes the meeting of minds that occurred during the 1949
Aspiring trip as being like when James Joyce and Marcel Proust met at a Parisian
party in the 1920s [High Country Weather]. The foursome (according to
Drawbridge’s narration on Mackay’s documentary) felt like they were the vanguard
as they struck camp at Aspiring hut and set their sights on going above the snowline
to shoot the film’s apogee on French Ridge. Theirs was a distinctly nationalistic,
masculine collaboration in the wilderness of aspirant artists of the New Zealand scene
3

at the time.
The fact that the project was fraught with difficulty reflects the tenuous task of
narrating this particular landscape, which continues to be a loaded metaphor today.
Nick Bryant in his review of Top of the Lake notes “of all the main characters,
perhaps the most evocative is the landscape itself. At once welcoming and
threatening, it becomes a refuge and also the most hostile of environments. For all its
vastness, it can be strangely claustrophobic” [Lake drama vies]. These themes echo
throughout the quartet’s respective work. In Baxter’s poetry, Brake’s cinematography,
Lilburn’s symphonies and Drawbridge’s art, Central Otago’s distinctive and
spectacular landscapes are a recurring concern. As Drawbridge explains, the
continuity of the men’s relationships influenced each artist’s opus. The bodies of
work by Brake, Baxter, Drawbridge and Lilburn will always be connected to Mt
Aspiring. Their contribution to the art world “can also be considered as mountains, as
peaks in New Zealand’s culture. Perhaps then, you could say that Brian Brake’s
project... was successful beyond his wildest expectations” [Aspiring]. Ghosts of the
lost film still exist in Brake’s colour footage; in the soaring splendor Lilburn’s second
symphony (composed shortly after his time on Aspiring), and in Baxter’s lost verse
commentary which appears as handwritten verse across the film stock in the
resolution of Mackay’s documentary. Here, the poet describes and mythologizes
Tititea as”the tallest peak:half enemy, and half a mother’s breast ...But from the level
lakeshore now, the yet unconquered mountain stands pure and remote... Aspiring”
[Aspiring].
In Central Otago, the mountains and lakes seem to bounce notions of selfhood and
place back at the beholder and in terms of human geography, the process of invention
of place is reflexive. Eggleton says the Lakes District is “this landscape we invent, as
it invents us” [Waipounamu]. The underlying aim of the project for these four men
was indeed both in the invention of place and self-invention.
During this “notoriously stormy” [O’Brien] summer Brake had previously directed
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the NZ Film Unit’s newsreel adventure documentary Prelude to Aspiring which was
released in early 1949 to pay tribute to the newly constructed Aspiring hut. As his
first motion picture for the NFU, the film achieved the photographer’s intention of
showcasing the dramatic scenery around Aspiring and capturing the cavalier spirit of
Aotearoa’s frontier men driving around the pastoral shores of Lake Wanaka,
advancing through the West Matukituki valley then climbing up French Ridge to fix a
shelter that had been flattened in a storm. Like the heroes of an American Western,
they traversed the line away from civilization and into the wild ‘west’ – establishing a
pioneer’s shack from which they could explore the wilderness further. It was a
romanticised promotional narrative intended to target a war-weary public and
showcase the splendor of the South Island high country. The success of this black and
white project spurred his desire to go back to the region again, this time with a colour
camera and a view to myth-making.
With three guides and himself as expedition leader, Lilburn as composer, Drawbridge
as painter and Baxter as scriptwriter, Brake returned to the mountain with his new
Kodachrome camera and a “much grander vision” [Aspiring] in mind, to record a
creative collaboration between four friends with the goal being “to crack open the
surface of the world” [Aspiring]. He directed a deliberate ‘bringing back’; a return to
the origin of the work of art in order to channel a ‘truthful’ existence; Heidegger’s
Dasein or ‘being-there’ in the authentic mode.
Truth, as the clearing and concealing of beings, happens in being composed.
All art, as the letting happen of the advent of truth of beings, is as such, in
essence, poetry. The essence of art, on which both the artwork and the artist
depend, is the setting-itself-into-work of truth. It is due to art’s poetic essence
that, in the midst of beings, art breaks open an open place, in whose openness
everything is other than usual [Heidegger, Basic Writings 197].”

During this idealised trip across the fabled valley, Baxter further immortalised the
mountain by scribing the first lines of his famed ‘Poem in the Matukituki Valley’ in
the lyrical commentary intended to provide a vocal score the film. Like many
experiences in the changeable mountains, the expedition did not go as planned and
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veered away from the storyboard stills Drawbridge had painted according to Brake’s
instruction. At the first river crossing, the climbers who accompanied the artists and
crew threw a rope to the neighbouring bank to keep the party safe but “Jim lost his
footing and fell in the river – he lost his pack and the typewriter that was in it...
amongst these... were typewritten pages that he’d already written that floated down
the river” [Drawbridge, Aspiring]. Trampers salvaged some of the sodden poems they
found stuck to rocks for weeks after, then Baxter happily reclaimed them when fellow
randonneurs at the hut made enquiries as to whom they belonged to.
Much of this mission was linked with loss; indeed “no footage of the artistic crew
survives” [Aspiring] and the long forgotten raw film was found in a Dunedin
basement in 2004. Drawbridge’s original sketches only re-surfaced when his widow
gifted them to the Alexander Turnbull in November 2012 [Doomed climbing film
sketches]. Similarly, Baxter’s filmscript was lost for many years.
Camera shy, the foursome preferred to carry out their philosophical discussions away
from the gaze of the lens. Only one photograph survives of Baxter on the Aspiring
journey. He is leaning on a farm cart, probably writing a poem which could have been
lines such as these from ‘Prospector’ (which was later to become ‘Jack Winter’s
Dream’):
... Green briar like a thief
Clambering stone by stone
Forces the broken door
And sprawls upon the floor
With pale bloom, ragged leaf.
Hut and matted garden
Stand yet, the bare emblem
Of some great love forgotten,
Soothing a traveller’s grief.
[Collected Poems 91]
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For Baxter, the mission saw the inspiration, impetus and first drafts of this and
seminal poems such as ‘After Rain’, ‘At Raspberry Hut’ ‘High Country Weather’ and
‘Poem in the Matukituki Valley’ which later consolidated his place in national
consciousness as a celebrated New Zealand poet. Phrases including “the smoking
cataract”, “the mitred peak” and “ice cold and clear” were written at Aspiring, and
comprise the nuggets within some of his most anthologized works. His writing style
deliberately romanticised the South Island high country as a manifestation of the
divine, an all-powerful force that overrode personal issues like love affairs or
alcoholism; a refuge within which he could escape the confines of mainstream society
and consider the questions about what it means to be here, both in terms of this
distinctly New Zealand setting and in a broader ontological sense.
A month prior to the expedition, Baxter had joined the Anglican church, so “he was
clearly a man who was looking for answers”[Aspiring]. Through the trip and the
script he wrote during it, Baxter was engaged in a self re-orientation, deliberately
locating his own Heimat, positioning himself alongside other ‘New Zealand’ poets
who “had a higher aspiration... of developing a national identity” (Millar). At this
time, Baxter’s work was in the midst of a turn: die Kehre [Carman x] towards the
‘New Zealandness’ the Caxton poets (Curnow, Glover, Fairburn, Hyde) had been
compelling him to write with. As Dr Paul Millar explains in the Aspiring
documentary, “he had been thinking of himself as an English poet... but Allen
Curnow, Denis Glover and others were pushing him to think of himself as a New
Zealand poet... He was trying to come up with something that creatively represented
this country and what it meant to identify with it, to be part of it and to draw your
inspiration from.” The verses he wrote on the trip have a particular significance in the
way they capture the South Island landscape he saw as omnipotent. In his deliberate
use of New Zealand motifs such as “standing beeches”, “taloned kea” “bush orchid”
and “carrion parrot”, he was consciously injecting a new sense of Antipodean identity
into his writing; and drawing on what is now known as the South Island myth.
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ii. Baxter and the Mountain

Figure 2 Baxter seen jotting verse for the Aspiring film at Aspinall Homestead.
Photo: Barry Woods, reproduced with permission from the Alexander Turnbull Library.

Brake’s project facilitated a return to the Matukituki valley for Baxter, which was a
place the poet was both haunted by and at home in. The area, with its “surging
abstract forms, a sense of nature, timelessness and permanence” [Aspiring] left a
lasting impression on Baxter that is present in much of his poetry. Both written five
years prior to the Aspiring art trip, two of his earliest titles (‘Hill-Country’ and ‘The
Mountains’) demonstrate the poet’s affinity for the Heartland.‘Hill-Country’ is a
spare, rhyme-rich poem, making use of enjambed rhymes and short lines. It reads as
an earthy, sensory, elemental and hypnotic incantation. Here, the reader encounters a
sweeping glance at the mountainous Central Otago landscape from the “white sky” of
the opening line, panning down to “black bouldered” hills, the “yellow broom”,
“mountain flower”, bees, grass and wind of the plain before giving way to “Sun clay,

8

water-clay / Gouged-out, gaping clay / Clay (Collected Poems 8)” of terra firma, or
Charles Brasch’s terra nullius [Kennedy 105].
Similarly, ‘The Mountains’ is a meditation that positions the speaker in the scene of
“this scarred country” where the mountains are overwhelming and oppressive in their
relentless menace, shown through the recurring anthropomorphism “the mountains
crouch like tigers”. The final line illustrates one of Baxter’s dominant themes – the
devastating impact that a wild landscape can have on the human spirit: “They are but
stone yet the seeking eyes grow blind [Collected Poems 9].”
Baxter spent a lot of time with his parents exploring the places ‘up Central’ which are
imbued with an allure of escape and remembered in the collective conscious for their
sky-dominated landscapes bordered by natural margins. These boundaries, defined by
mountains and waterways, can be read as Heidegger’s ”external bonds” [1958, 19].
Baxter’s poetry often sprang from his memories of a lifetime’s reflections and
adventure in places like Naseby, where “Unchanging mountain scars / Carry their
mane of snow” [CP 49]; Tarras, where the moon becomes “Queen Death” who
“glowered from a rift / Of cloudwrack above the mountain, Walking on wild air” [CP
112]; Clutha where “the hawks fly up at dawn / And each bright eye glares down”
[CP 270] and “whose musical coils, / Older than Charybdis, wrap / Boulders, bodies,
and blue eels” [CP 229]; Haast Pass where “In the dense bush all leaves and bark
exude / The odour of mortality” [CP 62]; and Wanaka where “nothing happens yet /
Between the bought cribs and the lake outlet / To ease in us what lives, groans, yet
turns to rock” [CP 347].
First drafted during the Aspiring trip, ‘High Country Weather’ is now one of Baxter’s
most well-known works. The poem has an existential bent, with the speaker
positioned as part of humanity being born and dying ‘alone’, but somewhere in
between finding solace or transcendence in nature. The reader is directly addressed as
the ‘stranger’ on horseback, instructed to ‘ride easy’ on the uphill journey of life.
Much has been read into these eight pithy lines which echo with a reverence for the
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rural hinterland Baxter called home:
Alone we are born
And die alone
Yet see the red-gold cirrus
Over snow-mountain shine

Upon the upland road
Ride easy, stranger
Surrender to the sky
Your heart of anger.

Like the ‘stranger’ in Baxter’s poem, Brake’s team were required to yield to the
whims of nature when bad weather saw them stranded for most of a month at
Aspiring Hut. In Mackay’s documentary, Drawbridge recalls the excitement of camp
chat, with “young Baxter reciting everything from his own poetry to bawdy pub
verse”, which offended some of the other trampers. During the long days and nights
confined to the small alpine hut, they talked about art, religion, life.

Figure 3: The Northern view from the current French Ridge Hut
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“During a patch of good weather, Brake and his team went above the snowline ... as
far as the French Ridge Hut” [Aspiring]. The ridge was to meant be the climax of the
film’s narrative arc. From here, the looming, aptly-named peaks Baxter was so fond
of - Stargazer and Moonraker – can be sighted. The crew carved a snowcave into the
edge of the mountain in order to shoot Brake’s thunderstorm scene which was to be a
spectacular interplay of light and space – the world outside rumbling and flashing
while the artists huddled inside watching as the storm cast moving shadows on the
walls - a Plato’s cave of sorts intended to hint at the relationship between
mountaineering and philosophy.
With the onset of dubious weather, Brake made the call for the artists to return to the
valley floor, while their guides continued on a different route to the peak the next day.
Ed Cotter (one of Sir Edmund Hillary’s climbing friends) along with Geoff Milne and
Christopher Johnston, summited Mt Aspiring – a rare event in those days. The artists
went back to Wanaka and the film was never completed. But as Cotter explains, “it’s
the old adage – the journey is the destination” [Aspiring]. Brake held on to the dream
of completing the project and wanted to return the following summer. However, in the
interim Johnston was killed when looking for missing climbers on Aspiring in his
light aircraft. Brake cut the raw footage together and gave it to Johnston’s widow.
Although the cinematic poem was eventually abandoned, the trip was to have a
lasting impression on the men. For Drawbridge, the six weeks spent in the Matukituki
Valley was “an experience that stayed with me forever” [Aspiring]. In Mackay’s
documentary, he returns to the area and recounts the events of that summer,
explaining that “it was a dreamlike experience in that I’d been there and I’d seen it
before. In another way it was an entirely new experience ... it was the most
extraordinary experience of my life” [Aspiring].
The timing of The Ascent of Aspiring film project is of significance because it could
be seen as a gauge of the nationalistic sentiment of both the mountaineering and
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literary communities in Aotearoa during this period. As Newton has noted, “The
heyday of New Zealand mountaineering coincides exactly with the heroic age of
Pākehā literary nationalism, the two sharing not just their southern locality but also an
image-stock and a cultural mission – the conquest of an inimical landscape in the
service of inventing a national identity” [93]. The film exemplifies the ways both
writers and climbers sought to establish a sense of place and self on the landscape and
through their explorations (whether physical or via the pen or a combination of both).
This driving force is what Newton calls “an imperative of the settler imaginary which
saw Pākehā mountaineers, not to mention Pākehā poets, claiming footholds in the
unpeopled wasteland of the South Island myth [93].” With the end of World War II, a
surge in nationalism saw that “like the New Zealand troops at war, the New Zealand
writers, meeting people from other nations, became more aware of being New
Zealanders” [Sinclair 246]. The establishment of Aspiring hut saw the first of the
hordes of hikers on a mission to ‘conquer’ the mountain, which became Aotearoa’s
tenth National Park on December 10 1964 when 19,220 hectares were set aside “to
achieve a balance between preservation and recreation and between development and
restraint” [Roxburgh 32].
Using additional interviews with Drawbridge and accompanied by some of Baxter’s
script and Lilburn’s music, Mackay’s homage to Brake’s original plans for Aspiring
in a sense lives up to its name, the project being re-invented fifty seven years later.
Aspiring / Tititea, the mountain and the National Park, has always been a complicated
place. Perhaps then the fractured nature of Brake’s “cinematic poem” captured its
complexities with unintentional acuity. The ‘capturing’ of the journey remains
ongoing, open-ended, and the wilderness will always have her say. We are but
viewers, visitors, Others; continuously seeking to define it in our own ways, shifting
its meaning from space into place of significance. In this way, Tititea, the heart of the
Heartland, sentinel of the subverted Lakes District, becomes a cultural landscape, and
remains (since its first naming) been irrevocably linked with myth.
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iii. Tititea as Cultural Landscape – a ‘Lost and Found’ of the self
Before it can ever be the repose for the senses, landscape is the work of the mind. Its
scenery is built up as much from strata of memory as from layers of rock.
[Schama, Simon 7-8]
Through the rise of poststructuralist theory in cultural studies, human geography and
semiotics, landscapes are now seen as narrated places with dynamic intertextual
connections and multiple authors, within which the role of the reader/spectator is a
major influence in the construction of meaning [Armstrong 16]. Thus, Central
Otago’s Lakes District can be considered a narrated landscape, within which a web of
connections between Māori and Pākehā viewpoints are employed by both local and
visiting spectators, continuously constructing a sense of place.
The narrative of Aspiring and its significance can be read in several ways. Kaumatua
tell of atua, legends and actions; naming sacred pathways and lifelines around Tititea
and his surrounds that became part of the collective conscious long before Pākehā
arrived. Geologists, historians and archaeologists have added their layers of meaning
by interpreting the shape of the land and the processes that formed it; by carbondating fossilised remains and artefacts found intact in clefts of cliffs or caves,
preserved by the dry Central Otago climate. Climbers, farmers, hunters and skiers
have also claimed their footholds on the mountain. Ecologists speak of ways to
conserve Tititea’s diverse primordial wilderness whilst keeping it accessible for
visitors. Filmmakers and government departments, writers and poets also cast their
gaze upon the glistening peak. All of these spectators have valid filters through which
the cultural landscape of Aspiring is constructed, but within this report the poetic
representation of place is of primary concern.
Through oral traditions, the earliest known forms of poetry which refer to Tititea were
passed down from the times of the Rapuwai and Waitaha. Finally, Ngai Tahu iwi
instilled a reverence for the mountain as Aoraki’s brother, an ancestor and the mighty
wedge which carved the southern landscape into the fiords, rivers and lakes we know
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today [Poutini Ngāi Tahu]. On an individual level, Tititea continues to figure in the
pepeha or mihimihi of those who live here and is thereby an enduring of emblem of
the collective conscious. This icon can be ‘found’ in its relatively ‘natural’ state and
read both “in the moment of its beholding” [Mitchell 14] and also as a many-layered
narrative as represented in pakiwaitara, poetry, photography, postcards, film,
government documents and on digital platforms. Within the space of the Mt Aspiring
region, the spectator is continuously translating into place, as William John Thomas
Mitchell reminds us, “landscape ... always greets us as ... that within which “we”
(figured as ‘the figures’ in the landscape) find - or lose - ourselves” [2]. The mountain
itself is of such stature that it can be thought of as a source of both ‘finding’ and
‘losing’ oneself.
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iv. Myth-making in the Matukituki valley
Some few yards from the hut the standing beeches
Let fall their dead limbs, overgrown
With feathered moss and filigree of bracken.
The rotted wood splits clean and hard
Close-grained to the driven axe, with sound of water
Sibilant falling and high nested birds.
In winter blind with snow; but in full summer
The forest blanket sheds its cloudy pollen
And cloaks a range in undevouring fire.
Remote the land’s heart…
[Baxter, James K. ‘Poem in the Matukituki Valley’, Collected Poems]
Written off the back of Brake’s project, Baxter’s ‘Poem in the Matukituki Valley’ can
be read as a navigation between the lines of loss and return, annihilation versus
affirmation. Here, the speaker writes of how “we” must turn away from “that too
blinding glass” of nature’s divine purity to inhabit the safer, civilized worlds of work,
home and city. The majesty and unknowable spirituality which for Baxter was found
within a landscape that is “matrix and destroyer / Resentful, darkly known” becomes
so intimidating that the explorer must “daydream” of his family in “the lawful city /
Where man may live, and no wild trespass / Of what’s eternal shake his grave of
time”. Venturing into the hinterland of the mountains is dangerous both physically
and psychologically, leading the explorer too close to “what’s eternal” – the Sublime.
Culminating in a lifestyle few embrace, Baxter chose a non-conforming existence on
the margins, distanced from society’s rules and regulations and instead in the arms of
nature’s rhythms and whims.
In his meditation on the ‘place’ of the Matukituki, the landscape is aloof and looming.
The beech trees have “dead limbs” and “rotted wood”. The boulders are god’s “dice”.
The sun is a “smoking / Cataract”. The “deathly summits” are cloaked in
“undevouring fire”, swirling snow and wind. His Central Otago is both daunting and
deified. In the plethora of poems that traverse the cultural landscape he knew
empirically and responded to within his writing, Baxter’s mountains and rivers are
laden with symbolism. For him, the Heartland was a rich, sometimes Wordworthian
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manifestation of the divine. Mountains appear repeatedly as motifs in his poems, at
turns represented as horses or women; symbols of menace, mana, mortality or god.
For Baxter, Mt Aspiring in particular was a figure who had the power to destroy or
nurture: “half enemy, half mother’s breast” [Aspiring]. The jagged peaks of the
physical landscape can be read: “Expressing in the nouns of a buried language… A
female eloquence, the coin of death / Turned over” [CP 86].
Within the turns of Baxter’s ‘Poem in the Matukituki Valley’, the speaker is both
‘found’ as an individual and reminded of his own insignificance in the shadow of
Tititea. While for Blanche Baughan and Charles Brasch there were “no dead”
(Sinclair, Destiny 252) in the land, for Baxter the “buried language” was here first,
found deep. His allusion to the classical practice of placing a coin on the deceased’s
mouth to pay Chiron / Charon, that is “Turned over”, reveals how for him, landscape
is the space between life and death, a boundary between one realm and the next.
(Charon appears in Campion’s Top of the Lake too, in the hooded figure of Jamie –
the best friend of runaway Tui - rowing across Moke Lake to deliver food for her. But
we’ll get to that lake later.)
Mountains for Baxter recur as emblems of the big questions, often loaded with
allusions linked irreducibly with loss and death. For Baxter they are part of the
conscious of wider society too, serving as reminders “to those who dare not love or
die” [Towards Te Anau]. Beneath their often snow-dazzled surfaces, the blackness
and bleakness of the mountains in Baxter’s poems are an unsettling image for most
humans to behold. There is a juxtaposition in the symbolism of his mountains as he
explores the interplay between the pure, white albescent peaks and the darkness of
their crouching, claustrophobia-inducing bodies.
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v. The Lakes District and the South Island myth
There, framed by the arch of ice, rose the Silver Cone – all that pure curve of snow,
with its every rock, every purple shadow, sharp and distinct against a blue so intense,
it seemed dark against the snow.
[Moreland, Maud ‘Through South Westland’]

When Baxter wrote the lines for ‘Poem in the Matukituki Valley’ during the Aspiring
trip, he unconsciously contributed to the construction of the South Island myth.
Today, to live in the Lakes District is to live inside that myth. To write or make
movies here is to develop that myth, to scribe one’s own myth over the pre-existing
narrative or to negate the myth. The first reference to the ‘South Island myth’ was
made by the historian Keith Sinclair in A Destiny Apart: New Zealand’s Search for
National Identity. The dominant presumption prior to that was that Te Wai Pounamu
was ostensibly a blank slate skittered across by indigenous peoples before the
establishment of Pākehā surveys, maps and settlements. Within his examination,
Sinclair surmises that many Southern Pākehā writers described the southern island as
an “empty land”, which was “unpopulated” with “no history” [253]. Their poetry
tended to construct a previously un-narrated landscape, which they then proceeded to
people, plot and portray as undiscovered prior to their penning it. This sentiment was
still prevalent in the time when Sinclair first argued his point; an example being the
type of text apparent in Aspiring Settlers – European Settlement in the Hawea and
Wanaka region to 1914 by John Angus. A staple on many Wanaka household shelves,
the prologue begins “In 1850 the Upper Clutha basin was uninhabited. The Maoris
who had first settled its lakeshores and riverbanks had departed. The Europeans who
were to stock its extensive pastureland, mine its gold and cultivate its plains and river
terraces had not yet arrived. The land lay empty” [9]. It is now known the land was
not empty; it was rich in resources that three successive tribes had sought out and
relied on for extended periods of time. (This image of the virginal emptiness of the
land awaiting the blood, sweat and tears of settlers here echoes Brasch’s image of
Aotearoa requiring “first blood” [Silent Land 133] to be sewn in the land.) Sinclair
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postulates that this was a typically colonial viewpoint of the South Island, because
there were not large pa sites evident as physical reminders of pre-European habitation
as there were in the North Island [253]. A display at the Otago Museum notes that
tekoteko (carving at the top of a meeting house) were not found in the South Island,
which suggests that there were few, if any, “permanent settlements” here:

Figure 4 Southern People display, Otago Museum

The notion of a terra nullius that lay in wait to be populated and ‘filled in’ like a
blank colouring book infiltrated the successive colonial and nationalist poetry waves
that demarcate New Zealand’s literature of that period. Newton explains the
“discovery” of the South Island by the nationalist poets as merely mytho-poetics:
“ This local actuality which the nationalists discover, then, is mythical. And it
is also indispensibly parochial. New Zealand is constructed on the model of
the South Island, whose regional topography is deployed in a rationalization of
regional history. In styling that landscape as bare and inimical ... the Caxton
poets rewrite as geographical destiny the comparative ease and efficiency with
which settler domination was achieved in the South. A smaller indigenous
population, a costly period of warfare in the 1820s (both inter-tribal and intratribal), and the overwhelming European deluge generated by the southern
goldrush, were among a combination of factors leading to a Pākehā
ascendancy won without military conflict. But to read for this history in the
South Island Myth is to find it quite literally sublimated in the frozen silence
of an inhuman landscape, uninhabited because uninhabitable” [91].
In his discussion of this myth at a poetry symposium in Bluff in 2006, Richard Reeve
contends, after Sinclair and Newton, that the term was a “wrong-headed” colonial
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posturing of writers within an edge-of-the-world, marginal land in which the depth of
prior narratives associated with this place were omitted. For Reeve, the South Island
myth “originally described a concept of New Zealand as a geo-physical frontier that
was literally cultureless before the arrival of Europeans, an upturned tecton now
bearing immemorial forests, bare rocks and vacant seas, superficially settled by Māori
but in essence remote from the concerns of man” [Bluff06]. Expounding this myth
were early writers such as David Mckee Wright who balladeered “often with blokey
humour and an in-built nostalgia, a partly imaginary masculine world of hardship and
mateship, prospecting, rabbiting, mustering...” [Ricketts 21]. This Man Alone,
pioneering folklore presents questionable ellipsis by missing out references to the
significance of the area for tangata whenua. These gaps instilled a South Island myth
that may have served to ease the conscience of colonial settlers as the area was carved
into gold mining sites, then farms, then adventure and ‘eco’ tourism destinations and
latterly film locations: “This was how the first European settlers found it... as they
struggled inland from the coastal settlements of colonial Otago to seek out the
resources of the interior. Those who ventured farthest west reached the margins of
Lake Hawea and Wanaka, and returned excited by the new region they had found. It
was, they said, a land of great variety and beauty – the mountain and plain, lake and
stream, forest and tussock” [Angus 9].
The South Island myth has remained a pervasive component of the collective
imaginary about the Central Otago region. However, residents such as Richie Hewitt
have challenged the notion that Māori merely passed through the area on a transitory
basis, pointing to Kāi Tahu evidence of six known pa sites in the Wanaka area, which
have recently been referenced in a collection of published sources exploring preEuropean habitation of the Upper Clutha. As Hewitt explains, “The myth seems to
have been perpetuated by the community, but I think we have irrefutable evidence
that Māori did live here”[Harker 4]. The settler sentiment largely ignored the
importance tangata whenua placed on this area. Colonial understanding and
interpretation of the landscape was at odds with the existing attitude of local iwi.
19

As Philip L. Barton [1998] and Jan Kelly [1999] have noted, the maps drawn by
Huruhuru, Rakiraki and Reko indicate an extensive geographical and mythological
knowledge of the area by local hapu. Much of this knowledge is tapu, which could be
a reason it is not accessible to the poets and filmmakers who continue to write and
inscribe the South Island in particular ways which are more often than not, troubled.
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vi. Self, meaning, place
For Edward Relph, genius loci or a sense of place is critical to a person’s identity.
Relph summarises this in his proposal that “identity of place is comprised of three
interrelated components, each irreducible to the other - physical features or
appearance, observable activities and functions, and meaning or symbols” [61].
‘Identity’ of Place

Figure 5 Place identity and its components (after Relph, 1976)

The Lakes District as a cultural landscape is an example of living history and heritage
within which we can see the interconnection of self, meaning and place. The
symbolism associated with mountains and the physical region they reign over form
reflexive motifs which echo a certain cadence for the communities, past and present,
that surround it. Engaging with the landscape whether physically, or constructing its
representation in waiata, poetry or film involves a Lacanian lookii, there and back, at
the mountain and at ourselves. The Central Otago landscape remains a dominant,
often personified character in both spoken and written poetry scribed in, of, and in
some senses upon, this region. Critics including Newton have examined some of the
different ways writers have looked at the South Island landscape, with the emergence
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of a “dominant settler imaginary” [1999] characterizing the early writing about the
area from the shanties of the sealers and prospectors of the mid 1800s to the Caxton
Club of the 1930s and post-World War II poets (Brasch, Baxter). These writers have
mined the area for its metaphors with contrasting results. Each poem of place is
reflective of the culture and context from which it sprang, as well as the writer’s style
and school of thought.
The “colonizing look” has been explored by Newton in his article, “Colonialism
above the Snowline: Baughan, Ruskin and the South Island Myth”. Within his
critique, he uses Ruskin’s theory of the Pathetic Fallacy (the projection of human
emotions onto non-human entities) to establish the positions of Baughan, Brasch and
Curnow in their poetry of the South Island high country. Baughan, he proposes, writes
from an often ecstatic romantic perspective. She examines the flipside of the Sublime
which is “not awful; chilling, desolating, not at all; but only and always
glorious”[100]. Influenced by Eastern philosophy, the Southern Alps’ chieftain status
reminds the spectator of the life force which is “everywhere alive and active” [101].
For her, Kā Tiritiri-o-te-Moana provide a mystical insight into the self and our
interconnectedness with the universe:
“... To some of us it seems as though their separateness, their emphasized
aloofness, from his world may constitute to Man at once their chief attraction
and their greatest value. For it widely instructs him; it enlarges immensely the
horizons of his understanding. In presenting to him Nature – that other half of
what Fechner calls the Earth-Soul, at any rate the co-sharer with him of this
planet – thus isolated and distinct from his occasions, it reveals her to him as
an integral whole, a true-existence, a Something in terms of her own self... It is
to gain a new world, because a new view of the world. Scarcely morally,
perhaps, not precisely intellectually, but spiritually, vitally, we seem among
these soaring snows to ascend, out of the warm, babbling coverts of humanity,
to certain regal and mid-air peaks of our own being; serene, solitary heights,
standing veilless and voiceless before the presence of the primal unspeakable
Forces, and offering vast new breaths of vision that enable us to discern ...
That the universe is nowhere dead matter ... but ... bright Spirit
throughout”[101].
Here, Baughan reminds her reader that through exploring the mountains, we are able
to be in the present moment, or what Eckhart Tolle has called The Power of Now – the
spiritual dimension: “The reason why some people love to engage in dangerous
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activities, such as mountain climbing... although they may not be aware of it, is that it
forces them into the Now – that intensely alive state that is free of time, free of
problems, free of thinking, free of the burden of the personality”[51]. This is the
mystic speaker Newton saw in Baughan’s writing; a spectator who was able to find
self and spirituality when in communion with the mountains.
Brasch perpetuates the South Island myth in ‘The Estate’. Recognising Aotearoa as
separate from, but related to, its neighbours as well as the Commonwealth, he could
be described as a ‘Heartland’ man, heavy-handed in his myth-making. As longtime
Landfall editor (which he started in 1947), he wrote within a group on staunchly selfdefined ‘New Zealand’ poets, lived in Dunedin and often turned to Central Otago for
inspiration. As Newton has noted, Brasch’s long poem, ‘The Estate’ is “a classic
articulation of the vision that will come to be known as the South Island Myth”
(Colonialism 3). The addressee of the poem is Brasch’s friend, T.H. Scott (Harry
Scott), a mountaineer through whom Brasch projects a sense of the limit-pushing selfdiscovery that exploring the mountains - the outer boundaries of earthly existence provides. Through his dialogue between poet and protagonist, Brasch is able to impart
a feeling of a journey into the “blind altars of rock”, moving upwards, out and away
from ‘normal’ urban existence, navigating the terrifying space between life and death,
wherein Eckhart Tolle would say the addictive ‘now’ exists. Here again we see the
recurring theme of an investigation of the space between ‘earth and sky’. The
mountaineer replies that the meaning of life is “to extend life, press its limits farther”.
Here, the meaning of mountains is an embodiment and totem of the “pain and
madness and annihilation” of the human condition. Lofty ideas of what it means to be
here, on earth, are explained through symbols of the landscape which ‘man’ continues
to try to comprehend by conquering:
What have you seen on the summits, the peaks that plunge their
Icy heads into space? What draws you trembling
To blind altars of rock where man cannot linger
Even in death, where body grows light, and vision
Ranging those uninhabitable stations
Dazzled and emulous among the rage of summoning
Shadows and clouds, may lead you in an instant
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Out from all footing?
What thread of music, what word in
That frozen silence that drowns the noise of our living?
What is life, you answer,
But to extend life,
press its limits farther
Into the uncolonized nothing we must prey on
For every hard-won thought, all new creation
Of stone bronze music words; only at life’s limit
Can man reach through necessity and custom
And move self by self into the province
Of that unrealized nature that awaits him,
His own to enter. But there are none to
guide him
Across the threshold, interpret the saying of perilous
Music or word struck from that quivering climate,
Whose white inquisitors in close attendance
Are pain and madness and annihilation.
[Brasch, Charles. ‘The Estate’, The Estate, and Other Poems]

Figure 6 Mount Aspiring from Wanaka Lake. Ca. 1863 Buchanan, John, 1819 - 1898.
Hocken Pictorial Collection.

For Brasch, the task of the “vanguard mission” [Newton 92] was in “Sowing in the
wilderness / Heart’s blood [48]”. Here, the dutiful nationalist poet proceeds to plant
the seed of a new beginning, echoing Heidegger’s notion of a point of origin or
Heimat – but in this case the blood is not from the land, but forced into and onto it
because it was apparently lacking in sang/lifeblood beforehand. This is a violent and
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somewhat priapic image which is at odds with Baughan’s writing; evoking a sense of
a aggressive colonizing force as opposed to a ‘oneness’ with lifeforce. Although
Baughan’s writing is still through a colonizing lens, hers is a more peaceful ‘zenned
out’ one, as she finds a giddy foothold on the high country landscape in her
declaration “Ah Ruskin never saw our Southern Alps! ” [100].
Conversely Curnow, bristling against the ‘myth’ label as “a curious term for what is
simply a way of looking at history” [Newton 90], writes with a determined lack of
romanticism in his poetry. In the defining ‘House and Land’, his stalwart “insistence
on fracture, fallenness, gloom” [Newton 91] constructs a nationalist landscape which
insists on hauntedness and homesickness. In this poem, Curnow seems to denote a
‘space’ rather than ‘place’, choosing the title ‘House and Land’ because there is in his
“land of settlers”... “never a soul at home”.
Newton’s perspective on Curnow’s work could also be applied to Campion’s, which
as discussed in the latter part of the report is also insistent on the pall of dread and
placelessness so pervasive in classic Cinema of Unease [Sam Neill, Judy Rymer]
screen representations of the South Island landscape.
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vii. Sampling the Sublime in Central Otago

These days, the Lakes District remains a rough, wild, remote hinterland; tough
country, largely untouched – however at places like the Clyde dam on the Matau
(Clutha river) or the sprawling gated subdivisions of Queenstown and Wanaka,
irrevocably torn. Many recent poetic representations of this place still focus on a lack
of habitation - imbuing the mountains, rivers and wide-open spaces with the
symbolism of purity; protection; menace or majesty. The Heartland is now often
inscribed with a sense of stewardship rather than sovereignty. For Brian Turner, his
beloved Central Otago is a neo-Romantic environment where “Up there on a fine day
is like being surrounded by fields of gold that fortify and fuel the spirit” [340]. As
Elizabeth Smither has noted, the landscape for Turner is soul food: “It’s a
dependency; it’s almost as if the hills were made of bread and he’s getting his daily
sustenance from them” [Wijland].
The Lakes District is the ‘timeless land’ Turner describes as phenomenological. For
him, as a longtime fisherman/poet/tramper/eco-warrior “You have to be here, you /
have to feel the deep slow surge of the hills, / the cloak of before, the wrench / of
beyond” [354] in the way that eighteenth century writers Byron, Shelley, Keats and
Browning mythologized the European Alps and the Mediterranean in their musings
about the Grand Tour – a space within which the poet or speaker will often experience
a connection with the what the philosopher Edmund Burke in 1757 called the
“delightful horror” [On the Sublime] of the ‘Sublime’.
For Burke, the terrifying beauty of primeval and dramatic landscapes incites a sense
of astonishment, awe and wonder within the travellers, artists, tourists and observers
who visit these wilderness areas. He was interested in the effect of the experience of
the Sublime on the self. As Ryan notes: “The sublime experience is seen as leading,
on the one hand, to an overpowering of the self and, on the other hand, to an intense
self-presence and exaltation, sometimes even to self-transcendence. The central
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question is thus not to what extent the sublime is located in the subject, but in what
way the experience of the sublime affects the perceiving subject: Does the sublime
enlarge us, or diminish us? Does the sublime annihilate our sense of self, or does it
affirm and heighten our sense of identity?” [266]. This juxtaposition of annihilation
versus affirmation echoes the viewpoint that we either lose or gain our sense of self
when beholding an awe-inspiring natural landscape. These two opposing effects of
the sublime on the self can be seen in the positioning of the speaker within a variety
of Aspiring works. According to the poets and filmmakers I have researched,
Aspiring as a cultural landscape is a place that has the capacity to disturb or diminish
us because of its vastness, or conversely to create a sense of peace.
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viii. Subverting the South Island myth
Since Baughan, Brasch, Curnow and Baxter, the myth has taken a beating by a new
vanguard of poets. In contrast to Baxter’s hallmark poem, Bernadette Hall’s ‘Poem in
the Matukituki Valley’ makes fun of neo-Romanticism, mocking the significance
often placed on this area through her italicized “what a fuss about nothing!” In this
piece, the speaker also uses classical allusion in her reference to Caesar’s deification
but here, humanity, not nature, is revered, as the valley becomes the platform for a
meditation on the speaker’s mother who is “far too reliable to be a god”. There is a
sense of awe generated in “coming down from the mountains” as the speaker lists the
“grandeur, the excess” of the water, paddocks and peaks. Hall in this poem is more
concerned with descending the mountains rather than scaling or conquering them.
Instead of instilling a sense of smallness and vulnerability, the landscape reminds the
speaker of her mother “hair streaming, running with a baby in her arms, / saving me
again and again from the burning house”: her strength, tenacity and endurance. In a
sense, the people in the poem are more important than place. Here the valley is a site
where human connection and relationships are foregrounded, rather than used as a
platform for the investigation of the relationships between nature, god and man. Thus
Hall’s Matukituki Valley clashes with Baxter’s, and is a feisty reply to his 1949
poem.
In Eggleton’s poem, ‘Descent from Mt Aspiring’, the mountain as a Kiwiana icon
joins a post postmodern mash up of cultural cringe until it is almost erased. The figure
in the landscape of this work is the ‘New Zealandian’ searching for a sense of identity
when bombarded by history and the rampant consumption of place:
This is a descent from Mount Aspiring,
this is a descent from all desiring,
from toehold ridges, from quarrels over rocks,
from the crystal bloom of clouded lakes.
This is a descent from soapsuds, whitewash,
Granny Smiths, from Hairdressers & Tobacconists,
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From meat-safes, and rifles and spades at Gallipoli.
[Eggleton, David ‘Descent from Mount Aspiring’, Rhyming Planet.]

Reeve has noted that within Eggleton’s ‘punk rant’, the mountain has ‘disappeared’.
The speaker has smudged out the symbol of Aspiring by refusing to embellish the
mountain with the over-used South Island myth. After the first few opening lines, the
traditional motifs of “toehold ridges”, “quarrels over rocks” and “the crystal bloom of
clouded lakes” are erased in the “soapsuds, whitewash” of a satirized cultural
landscape where “What could be odder than to be in New Zealand?” In this poem, the
squeaky clean landscape is obfuscated by the hype of a prior colonising look. The
speaker mocks the clichéd comparisons the settlers gave to Kā Tiritiri-o-te-Moana;
calling them “lakes’ Arcadian Alps”, subverting them figuratively through their
inversion – here, they are their reflection, a mirror image as the reader enters
Baudrillard’s realm of the hyperreal [81]. From the outset, the rhythm of the poem
reads like the beat of feet rushing downhill towards what the poet perhaps sees as the
potential doom of Roel Wijland’s “poetic brandscapes” [2008]. In Eggleton’s poem
the identity of the ‘New Zealandian’ morphs towards a plethora of superficial
meanings. This is indeed a dissent, a movement away from a more authentic past
towards a ‘sold out’ future. The speaker then continues a breakneck, broken-beat
sprung rhythm tirade at the consumerism now rife on these isles. He employs the
sibilant hiss to evoke the scars of “the abused past” where “there’s an old ache
burning”: the “exoricism of scapegoats and xenophobia”. As in much of Baxter’s
work, there is a nod here to both classical and religious allusion. We see this when
Eggleton invites the reader via the second person ‘you’ into the piece as “Atlas
expands his boundaries and you’re in clover” – generating an image of the more open
spaces of the Matukituki valley floor. Later in “the laying on of many hands may you
/ manipulate the eugenics of the selfish gene” the speaker subverts the Christian ethos
of giving and selflessness into a taking, of land-grabbing and snatching snippets of
‘Aotearoa’, something that the reader is requested to ‘pardon’.
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The list of imperatives implore the reader to “quibble into frivolity on closed circuit
imagery” and “block the view” as billboards are “put in front” in parallel with the
exposition of Lee Tamahori’s 1994 film Once Were Warriorsiii .
In Eggleton’s poem there is an awareness of impermanence, of the ‘shaky isles’ in
phrases such as “seismic bracing” and “Seismographs chatter with whiffs of sulphur”,
building to a soiled “coagulated grime” in which the hills are no longer ‘dun’ but
flattened by “dirty money”.
God appears in this poem too. This time not found in the landscape as in Baxter or
removed as in Hall but instead “an angry god” that the addressee of the poem falls
towards after tumbling “through the pitch-black jetstream” at the “speed of autodialling”. Down, down the speaker leads ‘you’ until the reader emerges “where cow
drool hangs on the breeze, / from where the cloud-piercing lode of Mount Aspiring /
leaps like the stuck-out tongue of a kapa haka dancer.” The climax of the poem is
sensuous, sweaty; the spit and the stuck out tongue are a challenge to the reader – a
confrontation about the ‘100% Pure New Zealand’ myth that is marketed to the world
and gobbled up by both residents and visitors. Thus, in Eggleton’s postmodern query
into the representation of a landscape that can now be seen as what Baudrillard would
call hyperreal: “more real than real, that is how the real is abolished [81].” In his
work, the South Island myth is ridiculed, which challenges the traditional viewpoints
of earlier writers engaging with Te Wai Pounamu.
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ix. ‘Paradise’ Lost
Things fall apart; the centre cannot hold.

[Yeats, William Butler. ‘The Second Coming’, The Collected Poems of W. B. Yeats.]

Frame 2

Wide establishing shot – stark Glenorchy landscape – mountains
dominate half the frame, which is split in two by the lake where “no
one could survive in that water”. At the lake’s edge, a cluster of
containers indicate a small settlement. Lower half of frame dominated
by cross-mesh farmgate upon which the viewer reads the metal letters
of ‘Paradise’ in reverse. This is indeed Paradise backwards – a
dystopian wilderness.

Figure 7 The camp for 'post menopausal women' at Moke Lake.

As Jane Campion opens the gate on ‘Paradise’, the audience enters yet another South
Island place of finding and losing; a many-layered landscape; a beginning and an end
at the edge of the world. In terms of the series’ narrative, it is the place where lost and
abused women come to ‘find’ themselves under the guidance of their spiritual leader,
GJ (Holly Hunter).
Squatting in shipping containers strewn across a far corner of Matt Mitcham (Peter
Mullan)’s land, they’ve retreated from a backwater “in which men do as they please,
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the police look the other way (when they are not openly complicit), criminality and
violence simply comprise the public sphere, and women understand that they must
either make nice or suffer untold misery and humiliation” [Sicinski].

Figure 8 Women on the margins, ”at the edge of the world" - Campion

This is one of the key settings selected by Campion for her cult mini-series, a crime
drama in which detective Robin Griffin (Elisabeth Moss), as a kind of foil to David
Lynch’s Agent Cooper in Twin Peaks (1990-1991) returns to a problematic
homeplace and finds herself embroiled in a search for answers surrounding the
disappearance of a local girl. Whilst searching for the missing child, the protagonist is
forced to confront her own troubled past, and therefore becomes engaged in a finding
and losing of self which will, as the character GJ (Holly Hunter) exclaims “bring you
to your knees”.
The mountains and lake are no reflection of the divine here, nor any benevolent force.
Like Brad McGann’s In My Father’s Den (2004), Campion’s Top of the Lake
landscape is the haunted (Heart)land harbouring sinister secrets. The film’s
groundbreaking twist on a ‘whodunnit’ plot relies on what is hidden under the surface
of the town of Laketop: a sickening truth which is later revealed with sledgehammer
realism, rather than romanticism.
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While Brake and Baxter set out to “crack open the surface of the world” [Aspiring],
Campion seeks to delve into the fissures and gaps she sees as already in existence in
the Lakes District’s “emotional landscapes”(Björk)iv. Her characters are a far cry
from the four idealists who gained inspiration from an isolated mountain valley and
are instead flawed, disturbed, depraved and/or deranged.
There is little sense of anyone re-inventing themselves in the landscape of Laketop,
and instead an overriding sense of disappearance and loss pervades within an
entrenched gender warfare. Filmed in Glenorchy (an hour’s drive down the road from
Brake and Baxter’s Matukituki), even the name of the fictional township ‘Laketop’
implies a superficial veneer which shrouds hidden depths. The Lakes District
becomes the vehicle for dark themes from the first episode, in which twelve year old
Tui Mitcham (Jacqueline Joe) walks into the freezing lake in what seems to be a
suicide attempt. The shores and waters of Moke Lake are locations for some of the
series most pivotal moments, and much is made of the metaphoric potential of its
deep, gloomy grey waters. This can be seen in scenes such as the gritty murder by
drowning of the real estate agent Bob Platt and the drinking-into-oblivion that Robin
indulges in on the lakeshore after the tragic death of Jamie (Luke Buchanan).
Tui is rescued by Griffin - who discovers the girl is pregnant - and then goes missing.
Like the disappearance of Celia in In My Father’s Den, the search for Tui is the
catalyst for the rise in narrative tension, which increases as the backstories of the
townspeople are gradually revealed. The police are corrupt, the women all work for
drug dealer Matt Mitcham (Tui’s father) and there’s something wrong with the
children. In the landscape that overwhelms, the innocent are the children who are like
ghosts that get neglected, forgotten or taken advantage of.
In a typical Campion binary opposition of expression versus repression, a lot rests on
what is not said. Jamie - like Ada in The Piano (1993) - is an elective mute, choosing
not to talk to adults. Here Campion is using her actors to articulate the inarticulate as
Jamie is haunted by the town’s harrowing secret, yet cannot or will not share it.
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The international audience watching the series are confronted with the sheer scale of
the New Zealand landscape which this time is not employed in Peter Jackson’s The
Lord of the Rings (2001 - 2003) style as the dramatic backdrop to a drawn-out quest
but is instead a place of “majestic menace” which shifts the overused glorified image
of “Lakes’ Arcadian Alps” [Eggleton] to depict a harrowing “state of isolation at the
bottom of the world” [Patterson].
In Campion’s depiction of Laketop, the South Island myth explodes, exposing
violence, vice, misogyny, power games and corruption. The only escape from the
haunted backwater is to live on the margins in a halfway community where washedup women band together to find authenticity. Like Brake’s blokes in Aspiring, her
characters are also searching for truth. Unlike in his project, what they find is not
aligned with inspiration but severely maligned. Campion’s project is thereby the
antithesis of Aspiring.
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xi. Conclusions
In a landscape that is personified, deified, fetishized, has been burnt more than once in
Great Fires, now somewhat harnessed into farms and parks yet still frequently claims
lives, there is often darkness in the poems and films which meditate upon the South
Island’s ‘Heartland’. Wilderness areas traditionally provide scope for metaphor,
pathetic fallacy and transference, and the Lakes District has provided several markers
for poets both recent and historic to reflect on the human condition.
Sinclair has stated that Blanche Baughan “supposed this land had ‘no dust of the
dead’” and that Brasch agreed: “There are no dead in this land”, believing a
connection between Nature and Man in New Zealand was yet to come: “Man must lie
with the gaunt hills like a lover / Earning their intimacy” [252]. Have writers and
filmmakers who represent Southern Aotearoa on the page and onscreen earned their
intimacy now? Have poets, like the “we” in Tuwhare’s poem been “stroking,
caressing the spine / of the land” because “we love her”? Are we in the afterglow of
an embrace with Papatūānuku or are we feeling the awkwardness of postmodern postpost colonial coitus? It seems poets such as Turner are still embracing the Southern
land in awe of its proximity to the Sublime as Baxter was, while others including Hall
and Eggleton respond in a more fractured manner. Campion has now taken this
skeptical gaze to a new level; shattering the South Island myth.
Who then is at home in the Heartland? Many representations of dwelling within the
cultural landscape have been constructed in the poetry and films of the past, but as
Newton suggests, it is the “spaces between habitations” [94] that are increasingly
worthy of interest. The idea of locating ‘home’ is less important, and the navigation of
the pathways that roam ‘between’ is now more so.
The ‘South Island myth’, built on an idea of emptiness, has in Top of the Lake had the
emptiness filled in not with “life’s blood” but the blood of sacrificial lambs
slaughtered by misogynists. Campion’s project is very different to Brake’s. The bright
glorious colours of Drawbridge’s storyboard stills are replaced in this instance by a
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bleak and washed out palette. And yet in the resolution of the final episode, there is
still a sense of endurance, of moving on and moving through, the landscape.
Tui and her new baby don’t need Robin as much as she had thought. Experience leads
to acceptance and responsibility. But it’s an uneasy responsibility, as the role of
representing the Lakes District continues to be. The last shot of the series looks out
across the lake, following the gaze of the characters themselves. As Robin’s lover
explains, a Māori legend claims that that lake has a taniwha sleeping in it. When he
breathes in, the water levels drop, and when he breathes out, they rise. On still, clear
days at Punatapu, you can watch the rise and fall before your very eyes.
Perhaps this place is inseparable from myth, and poets and filmmakers in the current
mode have just shifted from one construction of the South Island heimat to a selfreflexive engagement within a divergent (de)construction of place.
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Footnotes
i

In Māori protocol, any hui or meeting will be preceded with a pōwhiri (formal
welcome) and a round of introductions or mihimihi. This is when people share a bit
about where they come from and who they are in relation to this. During this time,
people usually stand to share their pepeha (tribal ties with geographic features) and
whakapapa (genealogy).

ii

A student of Sigmund Freud’s, Jacques Lacan suggested in his Parisian seminar The
Four Fundamental Concepts of Psychoanalysis that the human Gaze gives the
uncanny sense that the subject of an individual’s glance is also looking back at us, and
is thereby linked with our sense of identity, reminding us of our own lack. Using Hans
Holbein’s painting The Ambassadors as his example, he said that our seeing the
hidden skull within the smudge at the base of the canvas "reflects our own
nothingness” [92].

iii

In the opening sequence, the first shot appears to be a placid pastoral scene but pans
out to show it is actually a roadside advertisement for an electricity company. Here
the director has chosen to deliberately subvert the ‘clean, green’
New Zealand myth by utilising the framed advertisement to manipulate the audience
through firstly masking, then revealing the reality of the film’s gritty setting: a state
house next to the screaming traffic of the Auckland motorway.

iv

This track is covered by Georgi Kay who plays the role of Melissa (the lake camp’s
minstrel) in the series, and comprises the non-diegetic soundscape to the cathartic
memorial for Jamie in episode five.
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LAKE WANAKA BURIAL CLOAK PROVIDES CLUES TO MAORI
HISTORY
Scientists believe the burial cloak found last year by recreational rock climbers at
Glendhu Bay, Wanaka holds important clues into early Māori settlement of the area.
Glaciologist Frank Martene discovered the human remains wrapped in the cloak in a
cleft in the rock whilst climbing with friends near Hospital Flat in December 2011.
Police uplifted the remains from the rock shelter and sent them to the Pathology
Department at the University of Otago. A cultural adviser for Kai Tahu, Peter Knox,
states that the most significant find relating to the skeletal remains was the cloak,
which was made of numerous rare and extinct bird skins. Many of these skins and
feathers are yet to be identified as DNA testing and analysis is currently being carried
out. Estimated to be between 350-400 years old, the cloak has been preserved due to
its protection from the elements within an airy and dry environment. Councillor Philip
Trevathan is enthusiastic about the find, stating: “This is a significant artifact that will
enable us to have a richer understanding of the first people of this region.”
Wanaka Witness, 24 February 2012
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Alert: West Matukituki Track
There is avalanche danger during
winter and spring on the Pearl Flat
to the head of the valley section.
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Conversation started
12:52am Frank

Hello you! So when are we going to catch up?

12:53 am Elsie
Hi I’d like to soon but Dad is on his 3rd round of chemo so I
need to be spend as much time as I can with him. It’s working at the moment, but
the treatment could stop working at any stage so as you can guess my priorities
have shifted a bit.
12:54 am Frank
You know I'm so sorry about your dad - that's one of life's
toughest trials . I wish I could come and see you and we could have a proper
conversation. Facebook chat just seems so lame.
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17 March 2012
11:13 pm

Frank Just got back from a surfing the Catlins. Love that place.

8:50am
Elsie Lucky! It’s starting to get cold here ay. Autumn’s approaching. Got to
go plan some lessons! Is Felix feeling ok about the swimming sports? It’s going to be
really noisy.
10:00 am
Frank Well let’s just say that he might be sick that day. You know I
appreciate everything you do for him, ay?
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3:44pm Elsie Hey F
9:30pm Frank Hi you! How are you? I never see you online anymore … How is
everything?
6:40am Elsie Hola! I have not been online lately, working on my research. Trying to
figure out what these mountains mean, these mountains that surround us. I’ll
come up to the ice and visit you soon.
10:41pm Frank I had a dream about you last night – we were walking beside the
Matukituki and we fell into the river. Then somehow we were at the National
Gallery for Australia. Remember when we went there? It was my first time on
a plane. I woke up thinking "weird".
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414. That’s an error.
The requested URL /search... is too large to process. That’s all we know.
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Warning
Climbers using ‘The Ramp’ to North-West ridge
must proceed with utmost caution. This route
has been the scene of fatal accidents in the past.
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Hi Luke
Here's what I saw/heard at break today.
I was on duty in the Kereru pod and heard a lot of thudding and yelling coming
from a large group of students in Rm 24. When I walked in, Felix had Abe in a
headlock, Drew was filming the incident on a cellphone and several students
were encouraging the boys to fight.
I asked them to stop, took the phone from Drew and cleared everyone out of
the classroom. I then asked the boys what happened, and Felix indicated that
Abe attacked him first.
I then asked Felix to write or draw everything that happened and recorded this
statement from Abe:
"The boys were making fun of me and Felix, telling me to keep kicking him. It
started when the boys told me to kick his chair. I was kicking the chair and
Felix got up, real angry and that's when the fight started. It was like a
headlock fight. I kind of started the fight because the boys were whispering to
me to do it. Mark, TJ, and I don't know who else. I was putting him in a
headlock so he wouldn't be able to attack me. Then he copied me."
As this involved several bystanders and several people who were
encouraging the fight I think there need to be equivalent consequences for
them.
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rʌɪm/
verb literary
gerund or present participle: riming
1. cover (an object) with hoar frost."he does not brush away the frost that
rimes his beard"
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Search and Rescue recover local man
Yesterday, Frank Martene, a local geologist was rescued from a treacherous section of
the Bonar glacier, where he had become trapped after a fall. The 36 year old had been
camped on Mt Aspiring for the past four months, where he was studying the
movement of the glacier. He is believed to have been en route to return to Wanaka.
His family became concerned when he did not arrive home by nightfall on Friday, so
alerted the police at 6.30am on Saturday. A Wanaka LANDSAR team located him in
a bergshrund (crevasse) on Sunday afternoon, thanks to a transceiver he was wearing.
As he was suffering multiple injuries, he was retrieved in a technical long-line
operation conducted by helicopter pilot Peter Knox and professional climbers Henry
Adams, Rob Davison, and Joel Kovak.
Constable Mick Clauston said the man is a member of Otago Alpine Club with
extensive climbing experience and knowledge of the area.
Wanaka Alpine Cliff Rescue team leader Rob Davison said he understood the fall
occurred from a couloir, or steep gully, about 500m below French Ridge Hut.
Martene had set off from the hut and made good progress. He is understood to have
been moving through the couloir unroped but using crampons and appropriate ice
tools.
This was not unusual practice, although it was a "high-end call", Mr Davison said.
He considered it prudent to travel across the glacier with a companion but "every
climber makes their own decision. It is up to them. Everyone sets their own risk
level."
Mr Dickson said when he flew past the couloir yesterday he noticed "water ice"
columns on the ice face, which could "come away" from beneath a climber. But he
did not know if that had happened in this case.
Mountain and weather conditions were good, the snow was in "good nick" and many
people were enjoying climbing the mountain, he said.
Martene is now on Life Support in the Intensive Care Unit of Dunedin Hospital.
LOCAL KAUMATUA DECRY REMOVAL OF SKELETAL REMAINS
Protesters have demanded that the 400 year old mummified skeleton and burial cloak
discovered at Hospital Flat last year be returned to its original site. “The police took
it away and we have not been informed about what has happened to our ancestor and
taonga,” cultural advisor Terry Hopoate said. “We, the tangata whenua feel it was
dangerous to tamper with the skeletal remains. We are voicing our concern that its
removal has upset the mauri of this area. We are seeking mediation to ensure its
rightful return.”
Wanaka Witness



JB

CD.,2

$##!("90-('


+'$!,%%'"'-((.%("+


+'$!,%%'"'-((&


?!/%%%%'@


CE',2

%"10+"-,"';(<,';"<,%"$!<,-+2"' -(,)%%(.-,(&-!"' "'"'+2(8


CF!.+,2

()',!",2,


!"+,-0(+,!,2,+'.&+,


!2<+,-"%%,,,,"' -!& 


,.+-!/''+-+-8 (.+'2'+-.+'8!-"-<,%"$('-!(-!+
,"8!--!"",-%%"' .,(.--!0(+%8 +-!+$' +('(-!
&(.'-"'%1"' !+'"'-(',8"-!('"' +52(.-)'-)2(.+,('<,
!'8 -.+'02

''(-,2





''(-,-2


JC

CJ.'2

 
!",&(('",&(+&",,"' -!"' ,5-!"'-!&"%(0(7
+$,5+-.+,5+-% (&-+2>,&$(%" !--!+(. !,+)'-"'+($9
/"+%%"!'('',!'($8'),!(-,5,-(%'-"&%"$,-(%'+.&72(.-!
,&"%"' )"+-0!(+.,-('(',!")8(-2-8('-+'('/+,-"(',8 
$'0-!0(+,.- '/+,)($-!&8''(($,8.+'-+$'8
''($.+'8.2-8 /,-.+'(.+('6+()"'-(-!,0(%%'+"/+8
"&'-(%%-,--! ,8?!0+'"' '(-"(' "' ++@8$-!",
%"1"+-(&$2(.%--+8(+$"' $0+,+(&-!-+&"'.,5/+2
&"%,-('%0"-!(+-",('8 '(0% ,),-!+(. !,$"'5,"'05('8!
%(.29+25$+('$'"--"' .)0+,-!+(. !-!%.' ,8!",","-8"1&('-!,
-(2+80(&(+,,(',8!)$"$8!&"%%,-('8.-

0,-"%%!/&"%,-( (',-(',-(-!+(0'+($,-($)8($,00"%%
-!"'$+)(.'&.5.-0"%%'(-8((%<, (%8+)'-"'8'+,/+20!+8
!%' (/'-"'%"',"'!" !!(,)"-%+((&8 (($(0'--!
)%2 +(.'%(08(%(.+,'(0%%(.,5-((+" !-5-!())(,"-(/+2-!"' 
"',"8!"++)+%!&"%,&%%(+8'--,8+#!0"$"#"
'"-/+2-!"' )',('!(02(.&,.+-!",8!%"!',)+,
"',,'-%25-$, +,)('-!!+-8 <&,-"-!"' &&(+",8!%,--"&0
%"&=-!",&(.'-"'8(-,)$"' (.-.+0"-!!(%"'"-8(0,0%%(0
-!",8+/7-!-+ -+. 8(,,-+" !--(-!&.--"('80%%(050!(%8
"-!(%0-+",,-8!",","-8!)$"$5-!!"%%8



JD

DB.,2

,&%%!'+!,(.-8%"1)-,&2% ,0,"'  %%(0<',(' ,('-!
&-8
'"'%!'"'&#0"###0""#!
'"'%!'"'&#0"###0"&#
'"'%!'"'&#$##0"%!
'"'%!'"'&#0"###0""#



JE

0 " %


  
 $ !!! ! 

!!!($"$! '!
%) "'" ! )
$ !$!"!%'"!,!),!"!%
$ '" ! , "!!!)!
! )#% ! $ $ ! ' %)

) ("(+ !!"!$ !'!!(

)!+ *

) !+ "( !!(!!! !(

) ( $!%"*!$!!$*

) !+ !( !+ (

,$'!$!) %,  ! " '
$)

.

)"!!! $%" ( !!" $
! !!(+ "" 
! ("!" '%"!"( +!$!!!%"
 ""!   # $#!!!' $
"(
0/ !"%
%"'%!%



62

05 "%

,!#



!,


06%

,!$!! !!"!(- %'-  (  !"! !'
 "(-%' !'-  (-"$! " !!!
!  "!* !!!*%%'%"!$$
!%'!" '$!! &#*%"!$'%%
*- &!$ %(

*!! %')) 

 

' 
"   ! "
"!!$!)
&"!!)"
!!!% " $
!!" ) % %
!%!

1/ " %


Please see below the latest I have on the Melbourne EGFR result. The formal report has still
not arrived but this information is all we need. 

Hi Paul
I can confirm a E746-1752_insV deletion in exon 19 of the EGFR gene. I don’t have an
electronic copy but can copy the fax I’ve just received (otherwise hard copy should be on its
way).
Cheers
Malcolm
Melbourne University Hospital
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Mutations in the Tyrosine Kinase Domain of the Epidermal Growth Factor
Receptor in Non–Small Cell Lung Cancer

Fig. 1
Distribution and relative occurrence of EGFR gene mutations and germ-line variations in NSCLC. The
kinase domains of the EGFR gene encompassing exons 18, 19, 20, and 21 are shown. The nucleotide
positions of the genetic changes are as indicated. Mutations are shown above the exons and germ-line
variations are shown below the respective exons. The relative lengths of exon 19 and 20 deletions,
which varied from 2 to 24 bp, are represented by the relative length of the bars. Each symbol represents
one case, where dots (•) represent samples with point mutations and diamonds (♦) represent those
having changes involving two nucleotides.
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----- Original Message ----From: Winslow Family
Sent: Friday, 7 December 2012 3:53 PM To: Paul Gomez
Subject: Re: Simon Winslow's CT result
Hi Paul
Sorry to bother you.
Thought I would contact you re Dad’s scan results - he had the CT on 23rd Nov and I
wondered if you would be able to let us know the outcome.
Dad has been tired lately and has had to increase his Prozac dose as he is feeling
anxious and quite low in mood, seen by our local doctor the other day.
Thanks
Elsie
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----- Original Message ----From: Paul Gomez
To: Winslow Family
Sent: Sunday, December 9, 2012 10:13 AM
Subject: RE: Simon Winslow's CT result
Hi Simon, Elsie and Sam –
Simon’s report is below and is encouraging. I have looked at the pictures and
they are much improved but not quite back to normal – what we call a good
partial remission. For this type of tumour this is a very good response and
let’s hope it lasts a good period. Do you think Simon’s tiredness and
depression is a build up effect of his chemotherapy?
Regards,
Paul.

CT Chest
Clinical data: Lung cancer, on chemo, (known diagnosis of bronchialveolar cell
carcinoma is noted via request from previous imaging.);
Medical question: Any change?
CT CHEST + Upper Abdomen
Technique: Arterial phase contrast enhanced scans of the chest have been
performed, followed by portal venous phase scans through the upper
abdomen. (Omnipaque 300, 95ml given IV.) Comparison was made to a previous
CT scan dated 5 September 2012.
Findings: There has been an improvement in the appearance of the lungs, with a
decrease in the number of irregular pulmonary nodules and small areas of
consolidation within both lungs. The majority of the lesions have also decreased
in size. The left subclavian and left brachiocephalic vein have not been opacified,
however, the left subclavian vein is significantly decreased in size and there has
been resolution of the surrounding stranding. The appearances probably
represent resolution of the previous left subclavian vein thrombosis, although the
presence of residual thrombus cannot be excluded on this study. There is no
mediastinal, hilar or axillary lymphadenopathy. No pleural effusions. The adrenals
are bulky, particularly on the left side, but unchanged. The large simple cyst
involving the left kidney is again noted and is unchanged. No further pathology
identified within the upper abdomen. There are no suspicious bony lesions
identified.
COMMENT: Evidence of response to target drug, with significant reduction in the
number and size of the lesions within both lungs.
Transcribed by: wk Dr Blane Telle
Consultant

@@
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