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Abstract 

 

This research explores my engagement as a rock climber with the landscape of Mt Arapiles in 

Western Victoria, a site of personal and cultural significance. As a climber my experience and 

perception of place is informed by cultural, kinaesthetic and corporeal knowledge. My visual art 

research explores the relationship between the physicality of both making printed images and 

climbing, as a response to the corporeal dimension of the experience of place. 

¢ǊŀŎŜǎ ƻŦ ŀ ŎƭƛƳōŜǊΩǎ ŀŎǘƛƻƴǎ ŀǊŜ ŀƭǎƻ ƛƴŎƻǊǇƻǊŀǘŜŘ ƛƴǘƻ written representations of place. Climbers 

mark place and claim ownership of their climbs by writing about their experiences. Climbing 

discourses mediate the exploration of the landscape and its written and pictorial representation. 

Words render the formerly invisible nuances of a rock face, visible and real, and present the promise 

of an unexplored climbing route. My art practice also researches specific texts, guide books, climbing 

magazines and club newsletters that reference the language, systems and structures through which 

the climbing fraternity constructs its vernacular landscape. I have documented conversations, 

conducted and recorded field surveys and have discovered unpublished primary resources. These 

materials provide evidence that climbers share a common understanding and a particular reading of 

the landscape.  I developed art works that incorporate tactile surfaces in response to these texts to 

explore, via the studio research, ŀ ŎƭƛƳōŜǊΩǎ ƛƴǘƛƳŀǘŜ ƪƴƻǿƭŜŘƎŜ of Mt Arapiles and their temporal 

and sensory encounter with the rock. 

I developed innovative printing techniques using raw materials sourced from Mt Arapiles which were 

then incorporated into art works as receptive elements signifying the ephemeral and unpredictable 

surfaces encountered while climbing. Investigating the interactive potential of tactile works led to 

and understanding of the phenomenological engagement of a viewer as they observe and engage 

with an art work. Challenging museum standards of conservation and traditional methods of viewing 

printed works I encouraged the viewer to touch the surface of the works. These innovations explore 

the potential of a new narrative that is constructed from the marks made by ǘƘŜ ǾƛŜǿŜǊΩǎ ǊŜǇŜǘƛǘƛǾŜ 

touching. In an investigation of rock climbing, printmaking and studio practice my research explores 

the ephemeral and tactile nature of art works as a viable alternative to traditional representations of 

landscape. This research questions the relationship we have with our surroundings and rethinks our 

presence within the landscape, by referencing climbing discourse and the haptic process by which 

climbers comprehend and experience place.  
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Introduction  

 

In the summer of 1986 I arrived at Mt Arapiles in the dead of night as many first timers do, 

after a long Friday night drive from Melbourne. I was with a group of experienced climbers 

ǿƘƻ ǎǘǳƳōƭŜŘ ǘƘŜƛǊ ǿŀȅ ǘƻ Ψ¢ƘŜ tƛƴŜǎΩ ŎŀƳǇǎƛǘŜ ŀƴŘ ƧƻǎǘƭŜŘ ǘƻ ŦƛƴŘ ǎƻƳŜ ǊŜƳŀƛƴƛƴƎ Ŧƭŀǘ ƎǊƻǳƴŘ 

for their tents. The next morning I awoke to see the bluffs in all their sun drenched glory. Who 

can forget their first encounter climbing Mt Arapiles? I remember the touch of warm stone and 

its texture. I remember asking for chalk as my hands began to sweat when I attempted to 

climb its smooth surface. I made desperate moves and called for a tight rope. I pulled and 

grasped at hand holds when I should have been looking at my feet. I scrutinised the rock 

features before me, I calmed my nerves and took glimpses of the vast plains below. I learnt 

Ƙƻǿ ǘƻ ΨōŜƭŀȅΩΣ ǿƘŜƴ ǘƻ ƎƛǾŜ ΨǎƭŀŎƪΩ ŀƴŘ ǿƘŜƴ ǘƻ ΨǘŀƪŜΩΦ L ƭŜŀǊƴǘ Ƙƻǿ ǘƻ ΨǎŜŎƻƴŘΩ ŀƴŘ ǊŜƳƻǾŜ 

gear placed in the rock by the leader. I took photographs, I collected rocks, and I basked in the 

sun at the base of each climb and marvelled at all the possibilities. At the end of a long week I 

dragged my sore muscles and weary body back home. A few weeks passed before I returned 

ŀƎŀƛƴΧ I was captivated. 

τ Extract fǊƻƳ ŀǳǘƘƻǊΩǎ ŘƛŀǊȅ 

 

 

 

            Figure 1. Sunrise at Bard Buttress Mt Arapiles, 2014, Victoria. © Bridget Hillebrand. 
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Located approximately 350 kilometres from Melbourne, Mt Arapiles is a rock formation that rises 

140 metres above the Wimmera plains in Western Victoria, Australia. It is a site which represents a 

broad array of human interaction with place. Indigenous people, European explorers, missionaries, 

pastoralists, international and domestic travellers all looked or look at the landscape and experience 

it differently. When I first visited Mt Arapiles over twenty-five years ago, I never imagined or 

experienced a climbing landscape. In the past my treks into the Australian bush were mainly to 

engage visually with the fauna and flora and the occasional panoramic vista. The impact of my first 

ŜƴŎƻǳƴǘŜǊ ǿƛǘƘ ǊƻŎƪ ŎƭƛƳōƛƴƎ ƻƴ ǘƘŀǘ ǿŀǊƳ ǎǳƳƳŜǊΩǎ ŘŀȅΣ ǊŜƳŀƛƴǎ ǾƛǾƛŘ ƛƴ Ƴȅ ƳŜƳory. It was an 

encounter that not only challenged my engagement with rock but more importantly changed my 

perception of the landscape. From that day forward I could no longer look at the face of a cliff, 

ǿƛǘƘƻǳǘ ƛƳŀƎƛƴƛƴƎ ΨƭƛƴŜǎΩ for possible climbing routes. As British academic Robert Macfarlane 

suggests, I began to learn to read and interpret the surface of the rock face before me, through the 

shared cultural memory of a climber.  

I began my research with the view that art-based research could contribute a unique perspective to 

the study of how climbers engage with and perceive place and how climbers experience landscape 

through kinaesthetic and corporeal knowledge. I agree with theorist Paul Carter who states that 

ŎǊŜŀǘƛǾŜ ǊŜǎŜŀǊŎƘ ƛǎ ŀ άǇǊƻŎŜǎǎ ƻŦ ƳŀǘŜǊƛŀƭ ǘƘƛƴƪƛƴƎέ ǘƘŀǘ άŜƴŀōƭŜǎ ǳǎ ǘƻ ǘƘƛƴƪ ŘƛŦŦŜǊŜƴǘƭȅ ŀōƻǳǘ ƻǳǊ 

ƘǳƳŀƴ ǎƛǘǳŀǘƛƻƴΦέ1 There are a number of contemporary scholars that have explored the significance 

of place, notably in fields such as sociology, archaeology, anthropology and psychology. 

Anthropologist Dr James Weiner ƛƴǾƛǘŜǎ ǳǎ ǘƻ ŀŎŎŜǇǘ ǘƘŀǘ άǘƘŜ ǘǊŀŎŜǎ ƻŦ ǇŜƻǇƭŜΩǎ ŀŎǘƛƻƴǎ ƭŜŦǘ ƻƴ ǘƘŜ 

ŜŀǊǘƘ ŀƴŘ ƛƴ ǘƘŜ ŜƴǾƛǊƻƴƳŜƴǘ ƎŜƴŜǊŀƭƭȅ ŀƭǎƻ ƭŜŀǾŜ ǘǊŀŎŜǎ ƛƴ ǇŜƻǇƭŜΩǎ ŎƻƴǎŎƛƻǳǎƴŜǎǎ.έ2 This in turn 

affects our perception and participation in the landscape. Archaeologists Meredith Wilson and Bruno 

5ŀǾƛŘ ǎƛƳƛƭŀǊƭȅ ǎǘŀǘŜ ǘƘŀǘ άtŜƻǇƭŜΣ ǇƭŀŎŜǎΣ ŀƴŘ ǘƘƛƴƎǎ ŀǊŜ Ŏƻƴǎǘŀƴǘƭȅ ŜƴƎŀƎŜŘ ƛƴ ŀ ǇǊƻŎŜǎǎ ƻŦ 

ƛƴǎŎǊƛōƛƴƎ ǇƭŀŎŜΦ ¢ƘǊƻǳƎƘ ǘƘƛǎ ǇǊƻŎŜǎǎ ƛŘŜƴǘƛǘƛŜǎ ǳƴŦƻƭŘ ƛƴ ŀ Ŏƻƴǘƛƴǳŀƭ ǇǊƻŎŜǎǎ ƻŦ όǊŜύƴŜƎƻǘƛŀǘƛƻƴΦέ3 

My research questions how I and other climbers know and experience the landscape of Mt Arapiles. 

My investigation into touch as a pivotal sense utilized by climbers in learning to know a climb led to 

another question: how does the tactile experience of engaging with rock inform my approach to 

printmaking, and does a haptic engagement with an art work suggest a more intimate encounter 

with the work and what possibilities does this offer contemporary visual art practice? And more 

                                                           
1 Paul Carter, Material Thinking, the Theory and Practice of Creative Research (Melbourne: Melbourne 
University Press, 2004), xii. 
2 Bruno David and Meredith Wilson, eds., Inscribed Landscapes; Marking and Making Place (USA: University of 
Hawai'i Press, 2002), 8. 
3 Ibid, 8. 



7 
 

specifically, how does the inclusion of materials found on site and incorporated into the art 

work communicate the particularities of a locality and ways of encountering a place as a 

climber? Referring to artworks and theoretical discourse, my research explores some of the 

mechanisms through which climbers construct meanings and relationships with the landscape of Mt 

Arapiles. Documented conversations with climbers, recorded field surveys as well as discoveries of 

primary sources provide evidence that climbers share a common understanding of a particular 

reading of the landscape of Mt Arapiles. Art works were developed drawing on these texts and 

employing elements of tactility that incorporated printed crushed rock from the site of Mt Arapiles. 

The works reflect my intimate knowledge of climbing in a temporal and sensory encounter with the 

rock.  

As a rock climber my experience and perception of place is informed by cultural, kinaesthetic and 

corporeal knowledge. The performative action of climbing offers a unique perspective of place. Rock 

surfaces are seen in close proximity with intense points of focus. During an ascent, the landscape is 

viewed from multiple high vantage points, unlike surveying the terrain from a stationary position in a 

single view. Phenomenology posits our relationship to our world is not based on cognition or 

intellect alone, but is also grounded in our awareness as bodies: bodies that move and feel 

sensations. Knowing the world through physical experience links my climbing, my art practice and 

participating in the physicality of being in the world. I know the environment through touch, smell, 

moving and seeing. I am aware of my surroundings and this experience forms my engagement with 

ǇƭŀŎŜΦ /ƘǊƛǎǘƻǇƘŜǊ ¢ƛƭƭŜȅ Ǉƻƛƴǘǎ ƻǳǘ ǘƘŀǘ άǿƘŜƴ ǿŜ ŎƻƴǎƛŘŜǊ ƭŀƴŘǎŎŀǇŜ ǿŜ ŀǊŜ ŀƭƳƻǎǘ ŀƭǿŀȅǎ ǘƘƛƴƪƛƴƎ 

about it primarily ƛƴ ǘŜǊƳǎ ƻŦ Ǿƛǎǳŀƭ ŎƻƴǎǘǊǳŎǘΧ Landscapes are not just visionscapes but also 

ǎƻǳƴŘǎŎŀǇŜǎΣ ǘƻǳŎƘǎŎŀǇŜǎΣ ǎƳŜƭƭǎŎŀǇŜǎΦέ4 Motion translates a place to a person kinaesthetically. 

ά²ŀƭƪƛƴƎ ƛǎ ǘƘŜ ƻƴƭȅ ǿŀȅ ǘƻ ƳŜŀǎǳǊŜ ǘƘŜ ǊƘȅǘƘƳ ƻŦ ǘƘŜ ōƻŘȅ ŀƎŀƛƴǎǘ ǘƘŜ ǊƘȅǘƘƳ ƻŦ ǘƘŜ ƭŀƴŘΣέ5 writes 

Rebecca Solnit. Could the same be said of climbing? 

¢ǊŀŎŜǎ ƻŦ ŀ ŎƭƛƳōŜǊΩǎ ŀŎǘƛƻƴǎ ŀǊŜ ŀƭǎƻ ƛƴŎƻǊǇƻǊŀǘŜŘ ƛƴǘƻ ǿǊƛǘǘŜƴ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎ ƻŦ ǇƭŀŎŜΦ Lƴ ǿǊƛǘƛƴƎ, 

climbers mark place and claim ownership of it. Guide books provided an opportunity for climbers to 

document previously unnamed rock features at Mt Arapiles and commemorate first ascents and 

associated stories. In this way climbers began to create their own connection with place. My art 

practice investigates specific texts, such as guide books, climbing magazines and club newsletters; 

referencing the language, systems and structures through which the climbing fraternity constructs 

its vernacular landscape. This research led me to reflect on the significance of language and its 

                                                           
4 Christopher Tilley, Metaphor and Material Culture (London: Routledge, 1999), 93. 
5 Lucy R. Lippard, The Lure of the Local Senses of Place in a Multicentered Society (New York: The New Press), 
17. 
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importance in mediating the pictorial representation of Mt Arapiles and how I, as a climber, know 

and experience landscape via text and the spoken word. My research explores how language 

constructs landscapes, and in turn how language might influence our subjective experience of it. 

My creative works offer a unique representation of a specific place, Mt Arapiles and suggests the 

physical engagement and interactions of a climber. Alternate ways of seeing and experiencing place 

are supported by my research of engagement with touch. My research methodology has been to 

develop a sustained interaction between climbing and making artworks in situ and in the studio. This 

is an interaction that is directly connected with the specific site of Mt Arapiles and my personal 

engagement as a rock climber with the landscape of Mt Arapiles. It is my active involvement as a 

climber that is represented in my way of seeing Mt Arapiles.  

The exegesis is structured into five chapters. In Chapter one, Climbing and a sense of place: an 

Australian context, I investigate how naming geological features in the landscape may provide an 

insight into human occupation and the perception of landscape. I discuss the history of perceptions 

of Mt Arapiles and how those perceptions were formed, inherited, altered and reshaped over time. I 

make reference to the Djurite Balug clan (the traditional Aboriginal people of the Mt Arapiles area) 

and their engagement with the landscape, discuss early colonial and contemporary artists who 

depicted Mt Arapiles and the surrounding region and discuss what these art works tell us about the 

place, Mt Arapiles. I introduce the initial phases of my practice-based research where printed works 

were made in situ. I make reference to artists and writers who have referenced Mt Arapiles and 

propose that our embeddedness in particular places is linked to the shaping of landscape through 

both a topographical and literary heritage.  

In Chapter two, Ties that bind us, I make reference to authors who are united in the view that 

landscapes are constructed in social engagement and reflect on documented conversations and 

recorded field surveys which provide evidence that climbers share a common understanding of a 

particular reading of the landscape of Mt Arapiles. I discuss my collection of rock from the site of Mt 

Arapiles to use as a printing medium for my art practice and I consider how the use of certain 

materials can communicate the particularities of a locality and ways of encountering place as a 

climber. In Chapter three, The language of climbing and its particular landscape, I discuss how 

climbing discourse is contextualised and enriches my studio practice. I explore the significance of 

language, oral and written, and its importance in mediating the pictorial representation of Mt 

Arapiles. I discuss the discourses through which climbing landscapes are constructed and interpreted 
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and consider how I as a climber, know and experience landscape through the verbal and written 

word. 

 In Chapter four, Climbing: the pursuit of experience, I consider how the performative actions of 

climbing and printmaking might enact, construct and alter meanings in a site and subsequent 

representations in the studio. In Chapter five, The tactile print, I challenge notions of the archive and 

conservation and traditional methods of engaging with prints. Referencing climbing discourse and 

the haptic process by which climbers comprehend and experience place, I invite the viewer to 

physically engage with my printed works. I discuss how printing with crushed rock results in an 

unstable tactile surface that changes with time. The substance of rock, which would have once been 

ǿƻǊƴ ŀǿŀȅ ōȅ ǘƛƳŜ ŀƴŘ ǿŜŀǘƘŜǊΣ ƛǎ ƴƻǿ ǘƻǳŎƘŜŘ ŀƴŘ ǊŜǘƻǳŎƘŜŘ ŀƴŘ ŜǊƻŘŜŘ ōȅ ǘƘŜ ǾƛŜǿŜǊΩǎ ƘŀƴŘ on 

the surface of my printed artworks.  

In the conclusion I outline the challenges and achievements of my research practice. I summarise 

how my work explores the relationship between the physicality of both printing and climbing as a 

response to the corporeal dimension of the experience of place. I summarise my response to key 

questions raised in the introduction and also identify where future research may develop. My 

creative practice has been enriched by my research of specific texts, such as guide books, letters and 

magazines which led me to reflect on the significance of language and its importance in mediating 

the pictorial representation of Mt Arapiles. In developing artworks that reflect a climbers intimate 

temporal and sensory encounter with rock I present new possibilities for seeing and looking: where 

the viewer becomes an active agent in the work. 
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Chapter One 

 

Climbing and a sense of place: an Australian context 

 

When we look at a landscape, we do not see what is there, but largely what we think is there. 

We attribute qualities to a landscape which it does not intrinsically possess ς savageness, for 

example, or bleakness ς and we value it accordingly. We read landscapes, in other words, we 

interpret their forms in the light of our own experience and memory, and that of our shared 

cultural memory.6 

 

Naming Mt Arapiles 

Many names have been attributed to Mount Arapiles and its rocky outcrops over time and these 

names provides an insight into human occupation and perception of the landscape. Each name tells 

a story that allows us to undŜǊǎǘŀƴŘ ǘƘŜ ƳƻǳƴǘŀƛƴΩǎ ŎǳƭǘǳǊŀƭ ǎƛƎƴƛŦƛŎŀƴŎŜΦ  

The Djurite Balug7 clan of the Jadawadjali Aboriginal language group inhabited the south-west 

Wimmera until the 1840s, and were based at Mount Arapiles (which was then known as Djurite) as 

evidenced by archaeological finds8 and records of the first European explorers and colonial 

squatters. Archaeologist Andrew Long suggests that the Djurite Balug clan were climbing the cliffs of 

Mt Arapiles, searching for the very hard silicified sandstone that was ideal for working into stone 

tools, long before the first Europeans inscribed their stories onto its rock face. IŜ ǎǘŀǘŜǎ ά!ōƻǊƛƎƛƴŜǎ 

ǘƻƻƪ ŎƻƴǎƛŘŜǊŀōƭŜ ǊƛǎƪǎΧ ǘƻ ǉǳŀǊǊȅ ǘƘƛǎ ǊƻŎƪΣ ŀƴŘ ǘƘŜ ǎŎŀǊǎ9 can be seen in quite surprising places on 

ǘƘŜ ŎƭƛŦŦǎΦέ10 He further conteƴŘǎΣ άDƛǾŜƴ ǘƘŜ ƭŀŎƪ ƻŦ ƳƻŘŜǊƴ ŜǉǳƛǇƳŜƴǘ ƻǊ ŦƻƻǘǿŜŀǊ ŀƴŘ ǘƘŜ ǿŜƛƎƘǘ 

of quarried rock they would have carried, it is astonishing what dangerous positions they would have 

ǊŜŀŎƘŜŘΦέ11 Aboriginal sites are social and cultural markers verify that a connection between the 

                                                           
6 Robert Macfarlane, Mountains of the Mind: A History of Fascination (London: Granta Books, 2003), 18. 
7 Historian Ian Clarke identified the Djurid (Djurite) Balug clan of the Jadawadjali language group, as occupying 
the Mt Arapiles area. One of thirty seven clans in the Jadawadjali language group.  
Ian D. Clark, Aboriginal Languages and Clans: An Historical Atlas of Western and Central Victoria, 1800-1900 
(Australia: Monash University, 1990), 257. 
8 In 1992 an archaeological survey at Mt Arapiles was commissioned to locate evidence of their occupation. 
Forty-ǘǿƻ !ōƻǊƛƎƛƴŀƭ ŀǊŎƘŀŜƻƭƻƎƛŎŀƭ ǎƛǘŜǎ ǿŜǊŜ ƭƻŎŀǘŜŘΦ LƴŎƭǳŘƛƴƎ άǉǳŀǊǊƛŜǎέ ŦƻǊ ƘŀǊŘ ǎǘƻƴŜ ƛƳǇƭŜƳŜƴǘǎΣ 
scarred trees and rock art sites. 
9 A mark or trace on a stone or rock surface showing the point of attachment of a flake that has been removed. 
10 !ƴŘǊŜǿ [ƻƴƎΣ ά!ōƻǊƛƎƛƴŀƭ hŎŎǳǇŀǘƛƻƴ ŀǘ aǘ !ǊŀǇƛƭŜǎκ5ƧǳǊƛǘŜΣέ in A Rock Climbers' Guide to Arapiles/Djurite, 
ed. Louise Shepherd (Australia: The Victorian Climbing Club, 1994), 11.  
11 Ibid, 12. 
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Djurite Balug clan and their land. Stone tool quarry sites, scar trees, and traces of rock art are 

surviving fragments that testify to a rich indigenous occupation. Small rock shelters reveal significant 

yet faint markings in red ochre and extensive stone quarries are evident on some of the upper cliffs.  

Aboriginal land-use began to be displaced by the arrival of squatters and farmers and a vast pastoral 

economy. European settlement was harsh on the Aboriginal population. From 1846 onwards, 

disease and violent confrontations with early settlers of the region forced the Aboriginal people at 

Djurite out of the area. Historian E.S. Parker wrote that the settlement of western Victoria was 

ŀŎŎƻƳǇŀƴƛŜŘ ōȅ άŀ ŦŜŀǊŦǳƭ ǎŀŎǊƛŦƛŎŜ ƻŦ ƘǳƳŀƴ ƭƛŦŜΦέ12 By the early 1970s the last of the Djurid Balug 

had been relocated to mission stations.13 IƛǎǘƻǊƛŀƴ Lŀƴ 5Φ /ƭŀǊƪ ǿǊƛǘŜǎΣ άCǊƻƳ ǘƘŜ ƭŀǘŜ муслǎΣ ǘƘŜ 

remaining north-eastern Jardwadjali began to frŜǉǳŜƴǘ 9ōŜƴŜȊŜǊ Ƴƛǎǎƛƻƴ ǎǘŀǘƛƻƴΧ relocation was 

ōƻǘƘ ǾƻƭǳƴǘŀǊȅ ŀƴŘ ŦƻǊŎŜŘΦέ14 Today informative signs located at Mount Arapiles confirm that the 

Djurid Balug Aboriginal clan of the Wotjobaluk people inhabited the area prior to European 

settlement and some of their descendants still live in the area surrounding Mt Arapiles. It is not in 

the province of my research to account for the different stories and histories of the Wotjobaluk, 

Wergaia, Jadawadjali, Jaadwa and Jupagalk (collectively Wotjobaluk) people15 who are recognised as 

the traditional owners of the Wimmera and southern Mallee as far north as Ouyen. I acknowledge 

the spiritual and cultural connection the Wotjobaluk people have to Mt Arapiles which is maintained 

and recognised by their descendants today. 

When George Augustus Robinson, the Chief Protector of the Port Phillip Aboriginal Protectorate, 

arrived at Mt Arapiles in April 1845, he ascended the summit and noted the smoke from a native fire 

ǘƻ ǘƘŜ ƴƻǊǘƘΦ Lƴ Ƙƛǎ ƧƻǳǊƴŀƭ wƻōƛƴǎƻƴ ǿǊƻǘŜΣ ά¢ƘŜ aƻǳƴǘŀƛƴ ƛǎ ŎŀƭƭŜŘ ōȅ bŀǘƛǾŜǎΣ ChooriteΦέ16 Today, 

the Goolum Goolum Aboriginal Co-operative in Horsham uses the spelling Djurite. Australian 

                                                           
12 E.S. Parker, The Aborigines of Australia (Melbourne: Hugh McColl, 1854), 14. 
13 The Ebenezer Mission Station, situated 20km south of Lake Hindmarsh on the banks of the Wimmera River, 
was established in 1859 by Moravian missionaries as the Lake Hindmarsh Aboriginal Reserve. At its peak more 
than a hundred people lived and worked in more than twenty buildings at the Mission, which operated to 
convert Aboriginal people to Christianity and to provide education in the setting of a self-sustainable rural 
community. The National Trust which managed the entire site until 1991, handed over the remaining 
(freehold) section on 5 December 2013, to the Traditional Owners, the Barengi Gadjin Land Council Aboriginal 
Corporation.  
14 Ian D. Clark, Scars in the Landscape: A Register of Massacre Sites in Western Victoria, 1803-1859 (Canberra 
ACT: Aboriginal Studies Press for the Australian Institute of Aboriginal and Torres strait Islander Studies, 1995), 
144. 
15The Barengi Gadjin Land Council is the trustee of the Native Title rights and interests of the Wotjobaluk, 
Wergaia, Jaadwa, Jadawadjali and Jupagalk (collectively Wotjobaluk) people who were the first group in 
Victoria to be recognised as maintaining Native Title over their traditional lands. Native Title Services Victoria. 
16 Ian D. Clark, ed., "The Journals of George Augustus Robinson, Chief Protector, Port Philip Aboriginal 
Protectorate, Volume Four: 1 January 1844 -24 October 1845," (Victoria, Australia: Heritage Matters, 1998), 
273. 
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climber, Louise Shepherd acknowledged this documented history by naming her 1994 climbing 

guide, ! wƻŎƪ /ƭƛƳōŜǊǎΩ DǳƛŘŜ ǘƻ !ǊŀǇƛƭŜǎκ5ƧǳǊƛǘŜΦ Major Thomas Mitchell, Surveyor General of New 

South Wales, was the first recorded European to visit the area and on July 23, 1836 he renamed the 

peak Mt Arapiles after a hill in Spain which overlooked the battle site of Salamanca during the 

Napoleonic wars. He wrote, άL ŀǎŎŜƴŘŜŘ ǘƘƛǎ Ƙƛƭƭ ƻƴ ǘƘŜ ŀƴƴƛǾŜǊǎŀǊȅ ƻŦ ǘƘŜ ōŀǘǘƭŜ ƻŦ {ŀƭŀƳŀƴŎŀΣ ŀƴŘ 

ƘŜƴŎŜ ǘƘŜ ƴŀƳŜΦέ17 Historian Paul Carter argues that explorers such as Mitchell selected place 

names to conform to European needs and expectations. Mitchell provides his own account:  

To give appellations that may become current in the mouths of future generations, has often 
been a perplexing subject with me, whether they haǾŜ ōŜŜƴ ǊŜǉǳƛǊŜŘ ǘƻ ŘƛǎǘƛƴƎǳƛǎƘΧ such 
great natural features of the earth, as mountains and rivers. I have always gladly adopted 
aboriginal names, and in the absence of these, I have endeavoured to find some good reason 
for the application of others, considering descriptive names the best, such being in general the 
character of those used by the natives of this and other countries. Names of individuals seem 
eligible enough, when at all connected with the history of the discovery, or that of the nation 
by whom it was made.18 

Australian academic George Seddon ǿǊƛǘŜǎΣ ά¢ƘŜ ƴŀƳƛƴƎ ς which was in fact a renaming ς gave 

substŀƴŎŜ ǘƻ ǘƘŜƛǊ ƛƴǾŜƴǘƛƻƴǎΦέ19 The renaming that Seddon refers to acknowledges that the Mount 

was already named by the local Aboriginal people. Robert Macfarlane suggests another possibility 

ŀƴŘ ǿǊƛǘŜǎΣ ά¢ƘŜ ǳǊƎŜ ǘƻ ƳŀǊƪ ǇƭŀŎŜǎ ƛƴ ŀ ƭŀƴŘǎŎŀǇŜ ǿƛǘƘ ƴŀƳŜǎ ς to attempt to fix a presence or an 

event within time and space ς ƛǎ ŀ ǿŀȅ ƻŦ ŀƭƭƻǿƛƴƎ ǎǘƻǊƛŜǎ ǘƻ ōŜ ǘƻƭŘ ŀōƻǳǘ ǘƘŀǘ ƭŀƴŘǎŎŀǇŜΧ CƻǊ ǘƘŜ 

explorers, names gave meaning and structure to a landscape which might otherwise have been 

ǊŜǇŜǘƛǘƛǾŜƭȅ ƳŜŀƴƛƴƎƭŜǎǎΦέ20 

Written and pictorial responses to Mt Arapiles and the surrounding plains varied widely over the 

following years. Early European and colonial descriptions of Mt Arapiles are steeped in the language 

of eighteenth century European aesthetic concepts involving beauty, the picturesque and the 

sublime. In 1888 historian Alexander Sutherland describes the view that Mitchell witnessed when he 

ŎƭƛƳōŜŘ ŀƴ ŜǎŎŀǊǇƳŜƴǘ ŀǘ aǘ !ǊŀǇƛƭŜǎ ƻƴ но Wǳƭȅ муосΣ άIŜ ŀǎŎŜƴŘŜŘ ōȅ ƛǘǎ ǎƭƻǇƛƴƎ ǎƛŘŜ through 

pines and she-oaks and pleasant ever-green shrubs, and, from its precipitous brow, looked out on a 

ōǊƻŀŘ ƭŜǾŜƭ ƻŦ ǎǳƴƴȅΣ ǇŀǎǘƻǊŀƭ ǘǊŀƴǉǳƛƭƭƛǘȅΦέ21 

                                                           
17 Thomas Mitchell, Three Expeditions into the Interior of Eastern Australia (Australia: T. & W. Boone, 1838), 
189. 
18 Ibid, 179-180. 
19 George Seddon, Landprints: Reflections on Place and Landscape (United Kingdom: Cambridge University 
Press, 1997), 24. 
20 Macfarlane, 191.  
21 Alexander Sutherland, Victoria and Its Metropolis: Past and Present, vol. 1 (Melbourne: McCarron, Bird & 
Co., 1888), 89. 
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Figure 2. Major Thomas L. Mitchell, Mitre Rock and Lake, from Mt Arapiles, 1838.  
Published by T. and W. Boone, London. 
 
 

Mitchell made a number of images (lithographs and watercolours) that represent Mt Arapiles, 

including the work Mitre Rock and Lake, from Mt Arapiles (see fig. 2). The scene accurately depicts 

the view from the cliff face of Mt Arapiles looking towards Mitre Rock22 and Mitre Lake. Depictions 

of rays of light emanating from the clouds, and white tonal contrasts in the sky and land are used to 

add drama and contribute to the picturesque conventions of image-making of the time. In the far 

left corner of the image are two figures, one pointing to distant Aboriginal fires on the horizon. 

Mitchell wrote about the surrounding Wimmera, describing it as bountiful: ά9ǾŜǊȅ Řŀȅ ǿŜ ǇŀǎǎŜŘ 

over land which, for natural fertility and beauty, could scarcely be surpassed; over streams of 

unŦŀƛƭƛƴƎ ŀōǳƴŘŀƴŎŜΣ ŀƴŘ Ǉƭŀƛƴǎ ŎƻǾŜǊŜŘ ǿƛǘƘ ǘƘŜ ǊƛŎƘŜǎǘ ǇŀǎǘǳǊŀƎŜΦέ23 He was so impressed with the 

fertile landscape that he named it Australia Felix ς [ŀǘƛƴ ŦƻǊ ΨŦƻǊǘǳƴŀǘŜ !ǳǎǘǊŀƭƛŀΩΦ /ŀǊǘŜǊ ŘƛǎŎǳǎǎŜǎ 

aƛǘŎƘŜƭƭΩǎ ƎƭƻǿƛƴƎ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ǘƘŜ ²ƛƳƳŜǊŀ ƭŀƴŘǎŎŀǇŜΥ 

 

His journals, like the survey, like his names, were planned as instruments of persuasion. Their 

elaborate preparation, their ornate style and picturesque illustration brought into being a 

country that readers could imagine, and therefore inhabit. In this ǎŜƴǎŜ aƛǘŎƘŜƭƭΩǎ ǊŜǇƻǊǘǎ 

were blueprints for the movement of people; they provided, not simply the maps, but the 

rhetorical incentives to travel.24 

                                                           
22 Mitre Rock was named by Mitchell due its similarity in ƻǳǘƭƛƴŜ ǘƻ ŀ ōƛǎƘƻǇΩǎ ƳƛǘǊŜΦ  
Gregory C. Eccleston, Major Mitchell's 1836 'Australia Felix' Expedition: A Re-Evaluation (Monash University 
Australia: Monash Publications in Geography, 1992), 70.  
23 Mitchell, 194. 
24 Paul Carter, The Road to Botany Bay: An Exploration of Landscape and History (London: Faber and Faber, 
1987), 121-122. 
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Seddon holds a similar view to Carter, and likens this form of persuasive writing to the writing of 

άŜǎǘŀǘŜ ŀƎŜƴǘǎ ƻŦ ǘƻŘŀȅ ǘƘŀǘ ŘŜǎŎǊƛōŜ ƘƻǳǎŜǎ ƛƴ ƎƭƻǿƛƴƎ ǘŜǊƳǎ ǿƛǘƘ ǘƘŜ ŀƛƳ ƻŦ ƘŀǾƛƴƎ ǘƘŜƳ ǎƻƭŘΦέ25 

Mitchell was describing the landscape as habitable and encouraging future pastoralists to work and 

occupy the land to ensure !ǳǎǘǊŀƭƛŀΩǎ ŦǳǘǳǊŜ ǇǊƻǎǇŜǊƛǘȅΦ  

In 1937, the Minister for Lands and Forest, Albert Lind visited Mount Arapiles and described the view 

ŦǊƻƳ ǘƘŜ ǎǳƳƳƛǘ ŀǎΣ άǘƘŜ Ƴƻǎǘ ōŜŀǳǘƛŦǳƭ ǇŀƴƻǊŀƳŀ ƻŦ ŦŜǊǘƛƭŜ ƭŀƴŘ ƛƴ ǘƘŜ ǿƻǊƭŘΦέ26 Once again the 

perception of the Mount as an elevated point from which to survey the agricultural bounty of the 

surrounding wheat lands was affirmed. Over seventy-five years later similarly glowing descriptions of 

the Wimmera written to encourage visitors of a different kind were made in the 1962 September 

issue of The Royalauto. A photograph picturing Mitre Rock (see fig. 3) was on the cover, with a 

ŎŀǇǘƛƻƴ ǎǘŀǘƛƴƎΣ ά¢ƘŜ wƻŎƪΣ ƴŜŀǊ aƻǳƴǘ !ǊŀǇƛƭŜǎ ς a prominent tourist attraction in the Natimuk 

ŀǊŜŀΦέ27 According to Australian pioneering climber Peter Jackson, it was this striking image that 

ŀǘǘǊŀŎǘŜŘ ǘƘŜ ŦƛǊǎǘ ǊƻŎƪ ŎƭƛƳōŜǊǎ ǘƻ aǘ !ǊŀǇƛƭŜǎ ƛƴ мфсоΦ Lƴ ǘƘŜ ƳŀƎŀȊƛƴŜΩǎ ŀǊǘƛŎƭŜ ǘƛǘƭŜŘΣ Ψ{ǇǊƛƴƎ ƛƴ ǘƘŜ 

²ƛƳƳŜǊŀΩΣ ŀƭǘƘƻǳƎƘ ǘƘŜǊŜ ƛǎ ƴƻ ƳŜƴǘƛƻƴ ƻŦ ǘƘŜ Ǉƻǎǎƛōƛƭƛǘȅ ƻŦ ǊƻŎƪ ŎƭƛƳōƛƴƎΣ there is a description of a 

rough track leading to the ǎǳƳƳƛǘ ŀƴŘ ƭƻƻƪƻǳǘ ǿƘŜǊŜΣ άƻƴ ŀ ŎƭŜŀǊ Řŀȅ ǘƘŜǊŜ ƛǎ ŀƴ ŀƭƭ-round 

ǇŀƴƻǊŀƳŀ ƻŦ ǘƘŜ ǎǳǊǊƻǳƴŘƛƴƎ ŎƻǳƴǘǊȅǎƛŘŜΦέ28 

 

Figure 3. Olympic Tyre and Rubber Company, Mitre Rock, September 1962, The Royalauto, Melbourne. 

                                                           
25 Seddon, 40. 
26 Chris Richards, "The Micro-Toponomy of Mount Arapiles," Placenames Australia, 2004, 10. 
27 P.V. Fahle, "Spring in the Wimmera," The Royalauto, 1962, 1. 
28 Ibid, 12. 
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Clearly the aim of the article was to encourage tourists to visit the area. Camping facilities, fauna and 

flora, and weather conditions were described to inspire walkers, campers and photographers to 

come to the Wimmera. In the following years as facilities at Mt Arapiles were made available for 

recreational purposes, various features on and around the mountain were named and renamed. 

According to George Seddon this process of naming places is a form of taking possession as naming, 

άǘƛŜǎ ǘƘŜ ǳƴƪƴƻǿƴ ǘƻ ǘƘŜ ƪƴƻǿƴΣ ǊŜŘǳŎƛƴƎ ǳƴŦŀƳƛƭƛŀǊƛǘȅΦέ29 For Australian climbers, the Mount was 

discovered as a climbing venue by Bob and Steve Craddock in November 1963, when the first rock 

climbs were recorded. The first climbing guide was published only two years later and today the 

Mount has over three thousand rock climbing routes which attract climbers from all over the world. 

[ƛƪŜ aƛǘŎƘŜƭƭΩǎΣ ŜŀǊƭȅ ŘŜǎŎǊƛǇǘƛƻƴǎ ƻŦ ǘƘŜ aƻǳƴǘΣ ŎƭƛƳōƛƴƎ ƎǳƛŘŜǎ ōŜŎŀƳŜ ΨƛƴǎǘǊǳƳŜƴǘǎ ƻŦ ǇŜǊǎǳŀǎƛƻƴΩ 

to a new generation. The process of renaming features at Mt Arapiles to incorporate perceptions of 

a climbing landscape had now begun in earnest. I explore the significance of language, oral and 

written, and its importance in mediating a pictorial representation of Mt Arapiles in greater detail in 

Chapter three where I make reference to how climbing discourse is contextualised and echoed in my 

studio research. 

Representations of Mt Arapiles and the Wimmera 

My research draws on my experience of climbing, and my experience of the social history of Mt 

Arapiles, and investigates how other artists at other times responded to Mt Arapiles. The 

Wotjobaluk people have a rich and proud history of connection to the Mount. It is clear from 

archaeological reports that Mount Arapiles was a base from which Wotjobaluk clan members 

hunted and gathered food and engaged in a range of activities. The existence of ochre markings on 

the rock echoes my own interest in making pigments with crushed rocks found on site at Mt 

Arapiles. Generations of artists have depicted Mt Arapiles and the surrounding region, from Major 

Thomas Mitchell, Nicholas Chevalier and Eugene von Guerard in the early 1800s to Sidney Nolan. 

What do these works tell us about the place Mt Arapiles? Simon Schama suggests that our idea of 

ƭŀƴŘǎŎŀǇŜ ƛǎ άǘƘŜ ǇǊƻŘǳŎǘ ƻŦ ƻǳǊ ǎƘŀǊŜŘ ŎǳƭǘǳǊŜ όŀƴŘύΧ ŀ ǘǊŀŘƛǘƛƻƴ ōǳƛƭǘ ŦǊƻƳ ŀ ǊƛŎƘ ŘŜǇƻǎƛǘ ƻŦ ƳȅǘƘǎΣ 

ƳŜƳƻǊƛŜǎΣ ŀƴŘ ƻōǎŜǎǎƛƻƴǎΦέ30 My research has shown that each era has contributed something 

different, imagining Mt Arapiles and the surrounding plains in varying ways. 

In 1863, Nicholas Chevalier accompanied by fellow artist Eugene von Guérard, journeyed to the 

²ƛƳƳŜǊŀΦ /ƘŜǾŀƭƛŜǊΩǎ Mt Arapiles ς Sunset (1864) (see fig. 4) and West Side of Mt Arapiles (1863) 

                                                           
29 Seddon, 23. 
30 Simon Schama, Landscape and Memory (New York: Vintage  Books, 1995), 14. 
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ŀƴŘ Ǿƻƴ DǳŜǊŀǊŘΩǎΣ The Mitre Rock and Lake from Mount Arapiles (1874) exemplify the highly 

romanticised style of a nineteenth century European picturesque tradition. The works convey a 

sense of nature as overwhelming, and this sense of nature dominated early depictions of landscape 

in Australia. Chevalier and von Guerard employ panoramic formats and construction of pictorial 

space with the images divided into foreground, midground and far distance.  

 

Figure 4. Nicholas Chevalier, Mt Arapiles - Sunset, 1864, chromolithograph,  
21.5 x 31.7cm. Horsham Regional Art Gallery. 
 
 

 
 
Figure 5. Proximity of Mitre Rock to Mt Arapiles from the north east, 2016. © Bridget Hillebrand. 
 
 

In Mt Arapiles ς Sunset, Chevalier adapted the landscape to suit the pictorial conventions of the 

time. In reality, Mitre Rock is not a ruined castle as his image suggests, and is located further away 

from the main mount (see fig. 5ύΦ /ƘŜǾŀƭƛŜǊΩǎ ƛƳŀƎŜ ǇǊŜǎŜƴǘǎ ŀ ƳƻŘƛŦƛŜŘ ƭŀƴŘǎŎŀǇŜΣ ƛƴŎƻǊǇƻǊŀǘƛƴƎ 

multiple perspectives of the landscape into the same work. Both Chevalier and Mitchell 

acknowledge an Aboriginal presence in the landscape with depictions of Aboriginal people camped 

in the foreground of their images or in aƛǘŎƘŜƭƭΩǎΣ Mitre Rock and Lake, from Mt Arapiles, with a 

depiction of Europeans pointing out to distant Aboriginal fires on the horizon.  
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/ƘŜǾŀƭƛŜǊΩǎ мусп ƛƳŀƎŜΣ ŀ ŎƘǊƻƳƻƭƛǘƘƻƎǊŀǇƘ31 also conveys an idyllic scene but not the harshness 

and realities of early colonial life. That same year, the Cooper ς Duff children became lost in the 

Wimmera scrub west of Horsham not far from where Chevalier had set up camp. Isaac, nine, Jane, 

seven, and three-year-old Frank, set out to collect broom bush and wandered more than one 

hundred kilometres and survived for nine days. A search party, led by three Aboriginal trackers, 

found them barely alive. An excerpt from the 1864 edition of The Australian News for Home Readers 

ǎǘŀǘŜǎΣ ά¢ƘŜ ōƭŀŎƪǎ ǇƻƛƴǘŜŘ ƻǳǘ ŀ ǎǇƻǘ ǿƘŜǊŜ ǘƘŜȅ ǎŀƛŘ ƻƴŜ ƻŦ ǘƘŜ ŎƘƛƭŘǊŜƴ ƘŀŘ ǎǘƻǇǇŜŘ ǘƻ ƭƛŦǘ ǘƘŜ 

younger one, and further on they pointed out where the child has been set down again, after being 

ŎŀǊǊƛŜŘ ŀ ŎƻƴǎƛŘŜǊŀōƭŜ ŘƛǎǘŀƴŎŜΦέ32 The skill of the Aboriginal people at reading the land saved the 

ŎƘƛƭŘǊŜƴΩǎ ƭƛǾŜǎ ŀƴŘ ŎƘŀƭƭŜƴƎŜŘ ǘƘŜ ǎŜǘǘƭŜǊǎΩ Ƴŀƛƴƭȅ ƘƻǎǘƛƭŜ ǾƛŜǿǎ ƻŦ ƭƻŎŀƭ !ōƻǊƛƎƛƴŀƭ ǇŜƻǇƭŜΦ Can this 

story tell us how early explorers viewed the landscape as opposed to how it was lived? Chevalier was 

asked to illustrate the story and alongside the accompanying article in the The Australian News for 

Home Readers his image provides readers with a romanticised and heroic version. The romanticised 

landscapes of Mitchell and Chevalier may depict an awe inspiring landscape, but their images reveal 

very little of the lived experience of the earlier settlers and their encounters with an unfamiliar 

landscape. 

 

Figure 6. Sidney Nolan, Wimmera (from Mt Arapiles), 1943, ripolin enamel on canvas,  
63 x 76cm. National Gallery of Victoria, Melbourne.  
  

                                                           
31 Chromolithography is a method for making multi-colour prints and was commonly used in 1840 -1930s. The 
technique involved the use of multiple lithographic stones, one for each colour. Chevalier was a master 
lithographer and the process was used as a way of making his work more accessible to the public through 
creating multiple reproductions. 
32 ά¢ƘŜ Lƻǎǘ /ƘƛƭŘǊŜƴΣέ The Australian News for Home Readers, September 24, 1864. 



19 
 

After thorough research, I discovered that in the intervening years few artists depicted or ventured 

to the remote rocky outcrop of Mt Arapiles. It was not until 1942 when Sidney Nolan, stationed in 

the Wimmera for almost two years while in the army during World War Two, completed a number 

of paintings including Wimmera (from Mt Arapiles) 1943, (see fig. 6). bƻƭŀƴΩǎ Ǿƛǎƛƻƴ ƻŦ ǘƘŜ ƭŀƴŘǎŎŀǇŜ 

was, as he wrote to Sunday Reed, άŀǎ ƘŀǊŘ ŀǎ ŀ ƳƛǊǊƻǊΦΦΦ ǘƘŀǘ ǿŀǎ ǘƘŜ ²ƛƳƳŜǊŀ ŀǎ ǿŜ knew it.έ33 His 

paintings capture his feelings of isolation generated by the strange and unfamiliar environment. 

There is a strong feeling of vastness and the heat of summer in his flat painterly treatment of a dry, 

monotonous landscape viewed from above in Wimmera (from Mt Arapiles). Unlike the picturesque 

depictions of the early eighteenth century artists Nolan responded to the flatness and the severity of 

the Wimmera environment.  

His painting Wimmera (from Mt Arapiles) depicts the monotony of the vast wheat fields. He wrote in 

WŀƴǳŀǊȅ ǘƘŀǘ ȅŜŀǊΥ ά{ƻƳŜǘƛƳŜǎ ǘƘŜ ǎƛƭƻǎ ƭƻƻƪ ǎƻ ǇƻǿŜǊŦǳƭ ƘŜǊŜΣ ǘƘŀǘ ǎŜŜƴ ŦǊƻƳ ŀ ŘƛǎǘŀƴŎŜ ǎǘŀƴŘƛƴƎ ǳǇ 

from the trees you could imagine them as made by the Aztecs for no other reason than to worship 

the sun, which would not be out of order either, with the sun the dominant factor in this countryΦέ34 

Nolan was attracted to Mt Arapiles but his interest in the Mount was mainly as a platform from 

which to view the plains. In December of 1943 Nolan revisited the ²ƛƳƳŜǊŀ ŀƴŘ ǿǊƻǘŜΣ ά¸ŜǎǘŜǊŘŀȅ 

out to Natimuk and the strange formation of Mt Arapiles. An outlander sort of atmosphere, perhaps 

near to exotic, with dull and isolated rƻŎƪǎΧ looking over a bright salt lake and a few miles out to 

ǘƘŜ ŜŘƎŜ ƻŦ ǘƘŜ ŘŜǎŜǊǘ ǎŀƴŘ ǿƘƛŎƘ ǎŜŜƳǎ ǘƻ Ǝƻ ƻƴ ŦƻǊŜǾŜǊΦέ35  

bƻƭŀƴΩǎ ƭŜǘǘŜǊǎ ǘƻ WƻƘƴ ŀƴŘ {ǳƴŘŀȅ wŜŜŘ ƛƴ ǘƘŜ мфплǎ ǊŜǾŜŀƭ ŀ ǾŜǊȅ ŘƛŦŦŜǊŜƴǘ interpretation of the 

Wimmera than the writings of Mitchell. Art historian Richard Haese wrotŜ ǘƘŀǘ bƻƭŀƴΩǎ ƭŜǘǘŜǊǎ ǊŜǾŜŀƭ 

άa concern for the ways in which men occupy and use the land and its spaces, how they change it 

ŀƴŘ ƛƴ ǘǳǊƴ ŀǊŜ ŎƘŀƴƎŜŘ ōȅ ƛǘΦέ36 Nolan could not have possibly imagined the changes men and 

climbing would have over twenty years later, on the same rocky outcrop from which he viewed the 

surrounding plains. Nolan arrived in Dimboola as an army conscript. From all accounts it was initially 

a place he had no fondness for, or relationship with. Unlike Australian artist Phillip Hunter who, 

when describing his relationship to ǘƘŜ ²ƛƳƳŜǊŀ ǿǊƻǘŜΣ άLǘΩǎ ǿƘŜǊŜ LΩƳ ŦǊƻƳΣ ǿƘŜǊŜ L ǿŀǎ ōƻǊƴΣ ōǳǘ 

                                                           
33 Richard Haese and Jan Minchin, Sidney Nolan: The City and the Plain (Melbourne, Australia: National Gallery 
of Victoria, 1983), 21. 
34 Jane Clark, Sidney Nolan: Landscapes and Legends (Sydney, NSW: International Cultural Corporation of 
Australia Ltd., 1987), 53-54. 
35 Haese and Minchin, 13. 
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that also sets up its own problems. One has to be on guard against the nostalgic, the inevitable 

ōƭǳǊǊƛƴƎ ƻŦ ƻƴŜΩǎ ƻǿƴ ƳŜƳƻǊȅΦ ¸ƻǳ ƘŀǾŜ ǘƻ ōŜ ǾŜǊȅ ŎƻƴǎŎƛƻǳǎ ƻŦ ƻǘƘŜǊ ŦƛŎǘƛƻƴǎ ƴƻǘ ǘŀƪƛƴƎ ƻǾŜǊΦέ37 

Both Nolan and Hunter spent long periods in the Wimmera district but their notions of it as place are 

Ǿŀǎǘƭȅ ŘƛŦŦŜǊŜƴǘΦ ¢ƘŜ ƛƴŦƭǳŜƴŎŜ ƻŦ !ǳǎǘǊŀƭƛŀƴ ǿǊƛǘŜǊΣ DŜǊŀƭŘ aǳǊƴŀƴŜΩǎ мфун ƴovel The Plains was 

particularly important to Hunter. The novel is set in a small town, presumably in the Wimmera. The 

narrator is an unnamed filmmaker who arrives on the plains to document the culture of the people 

who live there. The book provokes the reader into questioning how we know and perceive place 

ōŜȅƻƴŘ ƻǳǊ ƛƴƛǘƛŀƭ ǎǳōƧŜŎǘƛǾŜ ǾƛŜǿΦ ά²Ƙŀǘ ƘŀŘ at first seemed utterly flat and featureless eventually 

disclosed countless subtle variations of landscape and abundance of furtive wildlife. Trying to 

appreciate and describe their discoveries, the plainsmen had become unusually observant, 

discriminating ŀƴŘ ǊŜŎŜǇǘƛǾŜ ǘƻ ƎǊŀŘǳŀƭ ǊŜǾŜƭŀǘƛƻƴǎ ƻŦ ƳŜŀƴƛƴƎΦέ38 

aǳǊƴŀƴŜΩǎ ŘŜǎŎǊƛǇǘƛƻƴ ǎǳƎƎŜǎǘǎ ŀƴ ŜƴŎƻǳƴǘŜǊ ǎƛƳƛƭŀǊ ǘƻ Ƴȅ ƻǿƴ ŜƴƎŀƎŜƳŜƴǘ ǿƛǘƘ ǘƘŜ ƭŀƴŘǎŎŀǇŜ ƻŦ 

Mt Arapiles. As a consequence of my research and sustained engagement with Mt Arapiles I have 

also become ƳƻǊŜ ΨƻōǎŜǊǾŀƴǘΣ ŘƛǎŎǊƛƳƛƴŀǘƛƴƎ ŀƴŘ ǊŜŎŜǇǘƛǾŜ Ψƛƴ Ƴȅ ǇŜǊŎŜǇǘƛƻƴǎ ŀƴŘ ŜȄǇŜǊƛŜƴŎŜǎ ŀǎ ŀ 

climber, and in observing how these perceptions contribute to the development of my studio 

research. Hunter statesΣ άL ǿŀƴǘŜŘ ǘƻ ǊŜŀŘ ǇŜƻǇƭŜ ǿƘƻ ƘŀŘ ŀ ǎǇŜŎƛŦƛŎ ƛƴǎƛƎƘǘ ŀōout living in this place 

ǘƘŀǘ ǿƻǳƭŘ ŜƭŀōƻǊŀǘŜ ǳǇƻƴ ŀƴŘ ŀŘŘ ǘƻ Ƴȅ ƻǿƴ ǾƛŜǿǎΦέ39 Similarly, I sought oral and recorded 

descriptions of Mt Arapiles to broaden my knowledge of the shifts and changes in perceptions of the 

Wimmera landscape over time. Like Hunter I have researched the many layers that are embedded in 

place: its culture and history, which gives structure and meaning to the land. At a campsite near the 

base of Mount Jeffcott, Hunter produced a series of drawings far removed from the domesticated 

lanŘǎŎŀǇŜ ƳŀŘŜ ōȅ aƛǘŎƘŜƭƭΦ IǳƴǘŜǊ ŜȄǇƭŀƛƴǎΥ άaȅ ƛƴǘŜƴǘƛƻƴ ƛǎ ƴƻǘ ǘƻ ƛƭƭǳǎǘǊŀǘŜ ŀ ƎŜƻƎǊŀǇƘƛŎ ƭƻŎŀǘƛƻƴΣ 

but to create an analogy a vehicle for exploration, to digest what has been seen and to then reinvent 

ǘƘŀǘ ǎǳōƧŜŎǘ ŀƴŘ ŀƭƭ ǘƘŀǘ ƛǘ ƛƳǇƭƛŜǎΦέ40 

                                                           
37 Ashley Crawford, Wimmera the Work of Phillip Hunter (Australia: Thames and Hudson Pty Ltd, 2002), 23. 
38 Gerald Murnane, The Plains (Australia: Norstrilia Press, 1982), 12. 
39 Crawford, 28. 
40 Peter Haynes et al., "The Plains: Wimmera and the Imaging of Australian Landscape," The University of 
Melbourne The Ian Potter Museum of Art (Victoria, Australia: The Ian Potter Museum of Art, The University of 
Melbourne, 2001), 38. 
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Figure 7. Philip Hunter, Night Paddocks ς Wimmera, 2001, oil on canvas,  
228.5 x 213cm. Collection: Heyball, Leonard Stent Architects. 
 
 

IǳƴǘŜǊΩǎ ǇŀƛƴǘƛƴƎ Night Paddocks ς Wimmera, (2001) (see fig. 7) depicts a living landscape where 

ǘǊŀŎǘƻǊ ƭƛƎƘǘǎ ƭŜŀǾŜ ŀ ǇŀǎǎŀƎŜ ƻŦ ŀŎǘƛǾƛǘȅ ƛƴ ǘƘŜ ƭƛƎƘǘ ƻŦ ŀ Ŧǳƭƭ ƳƻƻƴΦ ¢ƘŜ ŘŜǎƻƭŀǘŜ ŦƛŜƭŘǎ ƻŦ bƻƭŀƴΩǎ 

ǿƻǊƪ ŀǊŜ ƛƴ ǎƘŀǊǇ ŎƻƴǘǊŀǎǘ ǘƻ IǳƴǘŜǊΩǎ ǘǊŀŎŜǎ ƻŦ ŘŀƳǎ ŀƴŘ ǇŀǘǘŜǊƴǎ ƻŦ ƭƛƴŜǎ ǘƘŀǘ ǎǳƎƎŜǎǘ ƳƻǾŜƳŜƴǘ 

and the physical imposition of man on the landscape. The traces of lines in my work Night Climbs, 

(2013) (discussed in detail in Chapter three ς see fig. 32, page 61) also suggests the movement of 

rock climbers in the landscape as they navigate their way up a cliff guided by the light of head 

torches. In 2010, Artistic Director of La Trobe University Museum of Art (LUMA), Vincent Alessi 

ǿǊƻǘŜ ƛƴ ǘƘŜ ŎŀǘŀƭƻƎǳŜ ŀŎŎƻƳǇŀƴȅƛƴƎ IǳƴǘŜǊΩǎ ŜȄƘƛōƛǘƛƻƴ, Between the LinesΣ άIǳƴǘŜǊ ǾƛŜǿǎ ŀƴŘ 

records the landscape as something that is fluid, contains history and is experienced. It is space of 

placeΤ ŀ ƭŀƴŘǎŎŀǇŜ ǘƘŀǘ ƛǎ ǎŜŜƴ ŦǊƻƳ ǘƘŜ ƛƴǎƛŘŜΣ ŀǎ ƻǇǇƻǎŜŘ ǘƻ ƛǘ ōŜƛƴƎ ǎƛƳǇƭȅ ǾƛŜǿŜŘ ŀǎ ŀ ǾƛǎǘŀΦέ41 

Hunter and I are both interested in the histories of the Wimmera and our experience within it, but 

where Hunter works with paint on canvas to express his concepts, I create a tactile and multi-layered 

response printed from the material ς the rocks - found on site at Mt Arapiles.  

                                                           
41 Vincent Alessi, Between the Lines, Phillip Hunter Drawings (Victoria: La Trobe University Museum of Art, 
2009), 5. 
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Figure 8. Jill Orr, Southern Cross ς to bear and behold - 1,  
2009, photo-performance. 

 

! ŎƻƴŎŜǊƴ ŦƻǊ ŀ ƭŀƴŘǎŎŀǇŜΩǎ ŎǳƭǘǳǊŀƭ ŀƴŘ ƎŜƻƎǊŀǇƘƛŎŀƭ ƘƛǎǘƻǊȅ ƛǎ ŀƭǎƻ ŜǾƛŘŜƴǘ ƛƴ ǘƘŜ ǿƻǊƪǎ ƻŦ 

Australian artist Jill Orr. Orr utilises a combination of performance, photography, video and 

installation in her representations of Mitre Lake and the surrounding Wimmera landscape. Her 

photo - performance Faith in a faithless land, όнллфύ ŜȄǇƭƻǊŜǎ Ƙƻǿ άǊŜǇǊŜǎǎŜŘ ƻǊ ǳƴǎǇƻƪŜƴ ǎŜŎǊŜǘǎ 

are passed, predoƳƛƴŀǘŜƭȅ ƛƴ ǘƘŜ ŦƻǊƳ ƻŦ ǘǊŀǳƳŀǘƛŎ ƛƴǘŜǊŀŎǘƛƻƴǎΣ ŦǊƻƳ ƻƴŜ ƎŜƴŜǊŀǘƛƻƴ ǘƻ ǘƘŜ ƴŜȄǘΦέ42  

Her photographs were made as documentation of her performance on Mitre Lake. Southern Cross ς 

to bear and behold -1 (see fig. 8), depicts Orr dressed as a missionary carrying a makeshift cross 

strapped to her back. She trudges across the salt lake: her footprints leaving a distinct trail in the 

lakeΩs fragile crust. The performance references the histories of local missions and the early Christian 

ǎŜǘǘƭŜǊǎ ǿƘƻ ƭƛǾŜŘ ŀŎǊƻǎǎ ǘƘŜ ǊŜƎƛƻƴΦ ¦ƴƭƛƪŜ ǘƘŜ Ŏƻƭƻƴƛŀƭ ŀǊǘƛǎǘǎΣ hǊǊΩǎ ǇŜǊŦƻǊƳŀƴŎŜ ƘƛƎƘƭƛƎƘǘǎ ǘƘŜ 

early settlers in the Wimmera, who wore costumes that seem distinctively out of place in the harsh 

landscape of Mitre Lake. Orr writes, ά¢ƘŜ ƳƛǎǎƛƻƴŀǊȅΩǎ ǎǘǊǳƎƎƭŜ ƛǎ ǘƘŀǘ ƻŦ ŦŀƛǘƘ ƛƴ ŀƴ ŜƴǾƛǊƻƴƳŜƴǘ ǘƘŀǘ 

ǊŜƴŘŜǊǎ ǘƘƛǎ ŀŎǘƛƻƴ ŀǎ ǊƛŘƛŎǳƭƻǳǎ ƻǊ ƳŀŘ ōǳǘ ƴŜǾŜǊ ǘƘŜ ƭŜǎǎ ǘƘŜ ŦƻƻǘǇǊƛƴǘǎ ƘŀǾŜ ōŜŜƴ ƛƴŘŜƭƛōƭŜΦέ43 I 

ǎƘŀǊŜǎ hǊǊΩǎ ƛƴǘŜǊŜǎǘ ƛƴ ƛƴǾŜǎǘƛƎŀǘƛƴƎ ǘƘŜ ŎƘŀƴƎŜǎ ƘǳƳŀƴ ŀŎǘƛƻƴǎ ƘŀǾŜ ǿǊƻǳƎƘǘ ƛƴ ǘƘŜ ƴŀǘǳǊŀƭ 

environment. But where she looks at the relationship between early settlers and the Wimmera, I 

focus my attention on the impact and relationship of climbers to the specific site of Mt Arapiles.  

                                                           
42 Damian Smith, "Jill Orr, Faith in a Faithless Land," (Victoria: Jenny Port Gallery, 2009), 3. 
43 Jill Orr, "The Southern Cross - to Bear and Behold," http://www.jillorr.com.au/e/southern-cross-to-bear-and-
behold.html (2016) (accessed April 7, 2016). 

http://www.jillorr.com.au/e/southern-cross-to-bear-and-behold.html
http://www.jillorr.com.au/e/southern-cross-to-bear-and-behold.html
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Works in situ ς establishing a relationship 

In the initial phases of my practice-based research, a number of my works explored concepts of 

place and materiality. Works were made in situ and I turned my attention to how the site of Mt 

Arapiles was layered with various meanings and experiences. The physical layering one surface of ink 

and paper over another was a process I was very familiar with in my printmaking practice. I compare 

the act of layering a variety of printed papers to the layers of meaning found within the landscape, 

where the site of the paper provides a variety of conceptual possibilities and material outcomes; it is 

a place where different fragments, textures and perspectives coexist. I began by making numerous 

plein-air sketches from a bluff I revisited often on Mt Arapiles looking towards Mitre Rock and the 

salt lakes beyond. Drawing from observation strengthened my visual dialogue and mark making. I 

observed the varying light and colour of the salt plains, the gliding shadow edge cast by a cloud and 

the falling shadows. I incorporated a greater variety of marks in my work in response to the greater 

variety of textures I observed and experienced in the landscape.  

Similarly to the works of Nolan and early eighteenth century artists, Mitchell and Chevalier, these 

drawings made on site and from an elevated view, informed my perception of the Wimmera 

landscape. This form of engaged looking led to an intimate and sustained contemplation of the 

landscape. I was not engaged in capturing the broad sweeping (picturesque) perspective of the 

landscape (as was Chevalier), but like Nolan and Hunter I described forms that most impressed me. 

An excerpt from my diary of the time ǊŜŀŘǎΣ άThe clouds hang low over the parched Wimmera fields. 

I draw over and over again the outline of Mitre Lake, trying to capture its hovering affect over the 

ƭŀƴŘǎŎŀǇŜΣ ŀ Ǿŀǎǘ ƳƛǊǊƻǊ ǘƻ ŀ ǿƘƛǘŜ ǎƪȅΦέ Unlike my predecessors, my images sometimes allude to a 

landscape viewed through a pair of binoculars or as a fragmented landscape viewed from multiple 

points. I adopted these pictorial devices for their implication of another way of seeing. The view 

from a telescope offers a close observation of the texture and variation in the surface of the 

landscape. What is viewed from far away becomes close and what is close becomes intimate. 

I further extended my interaction with site in related drawings, photographs and documentation, as 

ǿŜƭƭ ŀǎ ŎƻƭƭŜŎǘƛƴƎ ŀƴŘ ŀǊŎƘƛǾƛƴƎ ƘƛǎǘƻǊƛŎŀƭ ƳŀǘŜǊƛŀƭǎΣ ƛƴŎƭǳŘƛƴƎ ƭŜǘǘŜǊǎ ŀƴŘ ŎƭƛƳōŜǊΩǎ ŘƛŀǊƛŜǎΦ L 

researched the historical narrative of Mt Arapiles, as it is written in the landscape about the 

landscape and by the people who experience it. This concept of place as seen and experienced 

intimately is particularly relevant at Mt Arapiles where communities of climbers have camped at the 

base of the rock for prolonged periods of time. In 2009 I organised a chartered flight over Mt 
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Arapiles and the surrounding plains. For the first time I viewed a series of salt lakes immediately 

west of the Mount. I was overcome by the strange realisation that the shimmering singular Mitre 

Lake that I had spent so many years drawing from a familiar outlook on Mt Arapiles was in fact, part 

of a much larger chain of salt lakes that are the last remnants of the receding inland sea. The seaΩs 

maximum advance was about twenty million years ago when the Grampians and Mt Arapiles stood 

as ancient sea cliffs. Viewing place is all about perspective: culturally and physically.

 

Figure 9. Bridget Hillebrand, Seven-and-twenty lakes, 2010, linocut, unique state. 40 x 130cm. Collection of the 
National Gallery of Australia.  
 

 
My work Seven-and-twenty lakes, (2010) (see fig. 9) consists of twenty-seven circular prints on 

individually raised supports. The images depict a series of viewpoints of the salt lakes from Mt 

Arapiles and reflect the changing geography; what was once an inland sea is now a series of salt 

lakes. Just as the surface of the landscape is interrupted, so are the surfaces of the prints. The 

texture of the surface of the prints echoes the topography of the landscape. Just as the salt lakes 

reveal their luminosity at certain times of the day, the prints, when viewed closely and from a 

specific angle, also reveal a glistening and fractured surface. This variation of surface is repeated in 

the layered surface of the chiaroscuro44 linocut technique (see fig. 10). The imagery draws 

inspiration from the play of light on the shimmering glass like surface of the salt lakes and Alexander 

{ǳǘƘŜǊƭŀƴŘΩǎ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ aŀƧƻǊ ¢ƘƻƳŀǎ aƛǘŎƘŜƭƭǎΩ ǾƛŜǿ ŦǊƻƳ aǘ !ǊŀǇƛƭŜǎ ƛƴ муууΥ ά! ǿƛŘŜ Ǉƭŀƛƴ ƻŦ 

grass and sylvan expanses lay far as eye could range, and, dotting it with an exquisite charm, slept 

the mirror-like faces of seven-and-ǘǿŜƴǘȅ ƭŀƪŜǎΣ ŀƭƭ ŎƛǊŎǳƭŀǊΣ ŀƭƭ ƻŦ ǎƛƭǾŜǊ ƎƭƛƳƳŜǊΦέ45  

  

                                                           
44 Chiaroscuro linocuts are similar to chiaroscuro woodcuts, an early form of European colour printing that 
uses a key block, then several other blocks with clear tonal changes. 
45 Sutherland, 89. 
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Figure 10. Bridget Hillebrand, Seven-and-twenty lakes, (detail) 2010, linocut, unique state. Collection of the 
National Gallery of Australia.  
 


