IT IS THEIR LOVE OF COUNTRY THAT DRIVE THE PROTAGONISTS'
JOURNEYS. TO WHAT EXTENT DO YOU AGREE?

In Track's and Charlie's Country, while a love of country serves as a significant inspiration for
the protagonists' journeys, the landscape represents a vehicle for a myriad of alternate
motivations. Both Robyn Davidson and Rolf de Heer demonstrate the restorative and
empowering properties of nature. However, exploration of the natural world also proffers
great opportunity to escape the social and political crutches of the man-made world through
a heightened sense of independence and freedom.

Both Davidson and de Heer elucidate the remarkable benefits of an intimate connection with
the awesome force that is nature. Where the sense of belonging, it provides empowers
Charlie to stand up despite his powerless position as an Indigenous Australian, it's beauty is
able to function as a source of physical and psychological rejuvenation for Robyn. During her
preparation in Alice Springs, Davidson highlights the ‘first impression' of the 'architectural
ugliness of the place.' In this sense, man's influence interrupts the landscape's natural
beauty, providing 'a discomforting contrast to the magnificence of the country which
surrounded it."' The small clock Robyn carries serves as a symbol of her attachment to social
norms and manufactured structures. When she is finally able to cut this final tie to the man-
made world she is relieved of this burden of 'preoccupation,’ demonising the clock an
'insidious little instrument.' Davidson illuminates the mental clarity and freedom this provides
Robyn when she is depicted 'roll[ing] in the dirt' with Diggity and the camels. Despite being
‘covered with thick caked orange dust,' a focus on the present moment with the landscape
can be 'the most honest hour of unselfconscious fun." Whilst Davidson utilises figurative
language, de Heer employs contrasting camera angles to exacerbate the power imbalance
of white authority and Indigenous Australians. Where the judge is given dominance with a
low camera angle, Charlie is captured with a higher camera angle, treating him as
insignificant. However, it is despite this impotent position, that Charlie - inspired by his
'home' of the landscape - continues to project his true feelings: 'l was living in my home nice
and peacefully [before] the police came to throw me out.' While Robyn must learn from the
country like a second language where Charlie is representative of a physical embodiment of
the land, it is clear they are both motivated by their own idiosyncratic relationship with the
landscape.

Both texts suggest the landscape represents an escape from the divisive societal prejudices
of the man-made world. While Charlie is seduced by eluding the white authoritarian racial
agenda which traps him in a physical sense, Robyn is eager to emancipate the abstract
confines of modern society. Robyn's experience during her preparation in Alice Springs
typifies the 'Australian cult of misogyny.' Too often, she is doubted or even congratulated for
her plan to walk 1,700 miles across the Australian desert simply due to sex, the very mindset
she intends to escape on her journey. For Robyn, these misogynistic attitudes reach a
climax a hit home, 'devastated’ and legitimately frightened,’ when she realises she has
'been nominated... as the next town rape case.' In this sense, her grand intentions pose a
very real compromise to her safety if she is not cautious of being too 'friendly." While
Davidson embeds loaded language, de Heer incorporates rhetorical question to satirise
white authority. During Charlie's inquiry with the local housing officer in ‘want [of] a house,
Errol is again empowered by a low relative camera angle. Notwithstanding, Charlie
emphasises the inequality in their positions, highlighting 'you've got a job... and you got a
house... on [his] land,' before demanding 'where's my house? Where's my job?' Here he
alludes to a sense of hypocrisy in their colonial propensities as part of the Northern Territory
Intervention. Despite projecting their intention to regulate and save Indigenous, in reality they
force western culture upon them and refuse to grant them equal privileges. Moreover, the
strict rules and restrictions he is subject to thwart his attempts to gain control over his life. In
bad health, Charlie's doctor indicates he must take better care of himself, starting with his
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diet. However, he is denied the capability to take action primarily by his restricted financial
position, but further by the confiscation of first his gun, and then his spear. In a state of
confusion, Charlie argues 'lt's not a dangerous weapon, it's a hunting spear, not a battle
spear!" Demonising 'treacherous' white authority, de Heer illustrates the discrepancy in their
views: what the Indigenous see as a tool, whites see as a threat to safety. Thus, both
protagonists pursue an escape from their marginalised positions within their respective
societies. However, the direct draconian authority threatening Charlie's survival forces him to
go 'bush’ out of necessity, whereas the secondary societal pressures merely encourage an
independent decision for Robyn.

Both Track's and Charlie's Country explore the unique sense of independence and freedom
to be obtained from the social isolation available with country. Although Robyn actively
seeks such social solitude, Charlie - who is more concerned with alleviating himself from the
bounds of white authority - only gains this inadvertently. The scene capturing Charlie's
soliloquy as he successfully catches, cooks and eats his own barramundi represents a key
display of human strength. He is able to live independently, with only the aid of Mother
Nature. Here, de Heer casts a rare content portrayal of Charlie, having found his 'own
supermarket,’ he indicates that with nature, 'now I'm home' and 'I'm free now' in ‘'my country.'
As the camera pans to adopt his field of view - nothing but luscious green vegetation in all
directions - Charlie exclaims 'l can dance with it." In conjunction with the constant diegetic
sounds of birds chirping, the audience understands that by re-establishing an relationship
with the landscape, his pride is restored through a sense of self and home. De Heer's use of
wide shots to reinforce Charlie's comfort in living parallel with the land is juxtaposed by
Davidson's incorporation of the symbol of the camera. As such, by functioning as the eye of
a third party observer, Rick's camera 'physically interfere[s]' with the essence of Robyn's
journey: to forge an intimate connection with herself and the landscape through social
isolation. She feels continuously 'uncomfortable' as a result of the camera's seemingly
‘omnipresent' nature. Further, Robyn perceives it as an external forcing weighing her down,
constantly inspiring 'vain little voice[s]' reminding her of her unconstructive insecurities such
as 'that gold filling' and 'those double chins.' Here, 'Rick's lens' - representative of the outside
world - forces her to self-monitor the manner in which she projects herself and manipulate
her true feelings which contradicts the morals of her original intentions of her journey: purity.
While Robyn's trip initiated as a journey of self-discovery, the camera was able to transform
it into a public display, a mission, or conquest for many.

Both Tracks and Charlie's Country serve as narrative to elucidate the amazing power of
nature, both in its essence and the opportunity it provides to those who acknowledge it. As
Davidson eloguently articulated in the post script of her novel, 'Camel trips do not begin or
end, they merely change form," suggesting that life can be considered a journey. While it's
motivations will transform significantly along the way, the ultimate intention is unwavering: to
strive for continual growth, whatever the individual may define this to be.
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