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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 cogb&reowledge. Myisual art
researcrexploresthe relationshipbetween the physicality of botinaking printed imageand

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

¢NJF OSa 2F I Of AYOoSNDa lwaterrésesentationSof plac&irgberd y O 2 N1.J2 NI
mark place and claim ownershyb their climbs by writing about their experienc€émbing

discourses mediate the exploration of the landscape and its written and pictorial representation.
Words render the fornmdy invisible nuances of a rock face, visible and ezl presenthe promise

of an unexplored climbing route. My art practaleo researchespecific texts, guide books, climbing
magazines and club newslettdfsat referencehe language, systems anttgctures through which

the climbing fraternity constructs its vernacular landscdagmve documented conversations,
conducted andecoded field surveys and hadiscovered unpublished primary resoutddsese
materialsprovide evidence that climbers shaa common understandirand aparticular reading of
the landscapel developed art works that incorporate tactile surfaces in response to these texts to
explore, via the studio researdh, Of A Y6 SN A A of MirAAMpilésBind theitenipbrd R 3 S

and sensory encounter with the rock.

| developed innovative printing techniques using raw materials sourced from Mt Arapiles which were
then incorporated into art works asceptiveelementssignifyingthe ephemeral and unpredictable
surfaces encountered Wa climbingInvestigatng the interactive potential of tactile works le¢d

and understanding of the phenomenologiealgagement of vieweras they observe and engage

with an art work.Challenging museum standards of conservation and traditional methods of viewing
printed works | encouragithe viewer to touch the surface of the work$iese innovations explore

the potential of a new narrative that is constructed from the marks made KyS @A S SNR A& NB LIS
touching. h 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
landscapeThis research austions 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 | arrived at Mt Arapiles in the dead of night as many first timers do,

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

gK2 altdzyoft SR G KgSANeOEYIBAVEKEYR 22adGf SR G2 7
for their tents. The next morning | awoke to see the bluffs in all their sun drenched glory. Who

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

its texture. | remember asking for chalk as my hands began to sweat when | attetopte

climb its smooth surfacé made desperate moves and called for a tight rope. | pulled and

grasped at hand holds when | should have been looking at my feet. | scrutiisedk

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

K2g (G2 WwWoStlreQs ¢gKSy G2 3IAPS watl 01 Q FYyR 6KSy
gear placed in the rock by the leader. | took photograpballécted rocks, and | basked in the

sun at the base of each climb and marvelled at all the possibilities. At the end of a long week |
dragged my sore muscles and weary body back home. A few wasdexdpbefore | returned

I 3 AwaXcaptivated.

T ExtractNR Y | dzi K2 NR& RALI 1

Figure 1. Sunrise at Bard Buttrelsk Arapiles 2014,Vidoria. © Bridget Hillebrand



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 depguropean explorers, missionaries,
pastoralists, international and domestic travellers all looked or look at the landscape and experience
it differently. When | first visited Mt Arapiles oveventy-five years ago, | never imagined or
experienced a clitving 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
SyO2dzyiSNJ g6AGK NRBO] Of AYOoAYy3dA 2y GKbrltwdsady &dzyYSN
encounter that not only challenged my engagement with rock but more importantly changed my
perception of the landscape. From that day forward | could no longer look at the faadifif a
gAGK2dzi A Y oBpbssihle/cHmbig rde. 3siBiitish academic Robert Macfarlane
suggests, | began to learn to read and interpret the surface of the rock face before me, through the

shared cultural memory of a climber.

| began my research with the view that drsed research could contributeunique perspective to

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

through kinaesthetic and corporeal knowledg@gree with theorist Paul Carter who states that

ONBI GAZS NBaSIHNDKITAAKAYGUWNHEHOSAXKIAT aBlylk $NISa dza
KdzY | y & A Thdee arehahyfrber of contemporary scholars that have explored the significance

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

Anthropologist DrJames Weinek y @A 11Sa dza (2 | OOSLII GKIFG adKS GNIF
SFNIK YR Ay (KS SY@ANRBYYSy(G 3ISySNFThs@turht a2 f S| ¢
affects our perception and participation in the landscafsechaeologists Meredith Wilson and Bruno

5F AR AAYAfINI& adrdsS OGKFdG atS2LX Sz LX I OSa
AYAONROAY I LI OS® ¢KNRdIAK GKAa LINROSaa R

My researchguestiors how | and other climbers know and experience the landscape of Mt Arapiles.
My investigation into touch as a pivotal sense utilized by airslin learning to know a clinded to
another question: hovdoesthe tactile experience of engaging with rock infomy approach to
printmaking,and doesa haptic engagement with an art work suggest a more intimate encounter

with the work and what possibilities do#fsis offer contemporary visualrt practice? And more

1 Paul CarterMaterial Thinking, the Theory and Practice of Creative Resé@slielbourne: Melbourne
University Press, 2004), xii.

2 Bruno David and Meredith Wilson, edmscribed Landscapes; Marking and Making P{&at®A: University of
Hawai'i Press, 2002), 8.

3 Ibid, 8.



specificallyhow does the inclusion of materiafsund 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 climkzeconstruct meanings and relationships with the landscape of Mt
Arapiles. Documented conversationgth 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 develapading on thesdexts and
employingelements of tactility that incorporated printed crushed rock from the site of Mt Arapiles.
The works reflect my intimate knowledge of climbing in a tenapand 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 seeim 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 poisiton

single view. Phenomenology posits our relationship to our worl@disased 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 beirig the world. | know the environment through touch, smell,

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

LI I OSd / KNRAG2LIKSNI ¢AffSe LRAYyGA 2dzi GKFG GoKSY
abautitprimariiyA y G SNX¥a 27F akdiodpes are@@ yisi isikdpeX but also

d2dzy RaOl LISasz (2 dzO'Ratior traiSlates a placestod o parebh kidGestietically.

G2l f1{Ay3a Aa GKS 2yfe gleée (2 66 aNMSEI KXIFKE K K Y 2

Rebecca Solnit. Could the same be said of climbing?

¢NF OSa 2F | Ot AYOoOSNIDa OGA2ya NB faz2z AyO02NLRNI
climbers mark place and claim ownership of3tide books providedn 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 lghacst

practice investigates specific tex&jch as guide books, climbing magazines and club newsletters;
referencing the language, systems and structures through which the climbing fraternity constructs

its vernacular landscap@&his research led me to reflect on the significance of languagasand i

4 Christopher TilleyMetaphor and Material Culturé_ondon Routledge, 199993.
5 Lucy RLippard,The Lure of the Local Senses of Place in a Multicentered bty ork: The New Press),
17.



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 influencewuhjective 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 researaf 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 rsged
engagement as a rock climber with the landscape of Mt Araptlesmy active involvement as a

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

The exegesis is structured into five chapterdtapterone, Climbing and a sense of pi& an
Australian contextl investigate how naming geological features in the landscapeprayde an

insight into human occupation and the perception of landscdjgéscuss the history of perceptions

of Mt Arapiles and how those perceptions were formatherited, altered and reshaped over time. |
make reference to the Djurite Balug clan (the traditional Aboriginal people of the Mt Arapiles area)
and their engagement with the landscapliscuss early colonial and contemporary artists who
depicted Mt Arailes and the surrounding region and discuss what these art works tell us about the
place, Mt Arapiles. | introduce the initial phases of prgcticebasedresearch where printed works
were made in situl make reference to artists and writengho have reérenced Mt Arapileand

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

both a topographical and literary heritage.

In Chapter wo, Ties that bind ud,make reference to authors who are united in the vidnat
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. | discugsollection ofrock from the site of Mt
Arapiles to use as a printing medium for my art practice and | consider how the use of certain
materials can communicate the particularities of a locality and ways of encountering place as a
climber.In Chapterthree, The language oflimbing and its particular landscapkdiscuss how

climbing discourse is contextualised and enriches my studio practice. | explore the significance of
language, oral and written, and its importance in mediating the pictorial reptasien of Mt

Arapiles. | discuss the discourses through which climbing landscapes are constructed and interpreted



and consider how | as a climber, know and experience landscape through the verbal and written

word.

In Chapterfour, Climbing: the pursuitfexperiencel consider how the performative actions of

climbing and printmaking might enact, construct and alter meanings in a site and subsequent
representations in the studidn Chapterfive, The tactile print| dallenge notions othe archive and
conservation and traditional methods of engaging with prifsterencing climbing discourse and

the haptic process by which climbers comprehend and experience, plemgte the viewer to

physically engage with my printed works. | discuss how printing evitshed rockesults inan

unstable tactile surface that changes with time. The substance of rock, which would have once been
g2NYy | g+e& o0& GAYS FYR 6SFGIKSNE A& y2¢ G2arOKSR

the surface of my printed artwogk

In the conclusion | outline the challenges and achievements of my research practice. | summarise
how my work explores the relationship between the physicality of both printing and climbing as a
response to the corporeal dimension of the experiencela€e. | summarise my response to key
guestions raised in the introduction and also identify where future research may dewop.

creative practice has been enrichedny research of specific texts, such as guide books, letters and
magazinesvhichled meto reflect on the significance of language and its importance in mediating
the pictorial representation of Mt Arapiletn developing artworks that reflect a climbers intimate
temporal and sensory encounter with rock | present new possibilities for saaith¢poking: 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 ta landscape which it does not intrinsically possesavageness, for
example, or bleaknessand 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®

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
astorythatallowsustou®@INBE G YR GKS Y2dzyidl AyQa OdzZ GdzNF f airdy

The Djurite Balugclan of the Jadawadjali Aboriginal language group inhabited the seatt

Wimmera until the 1840s, and were based at Mount Arapiles (which was then known as Djurite) as
evidenced by archadogical find& 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 waad fdeworking into stone

tools, long before the first Europeans inscribed their stories onto itsrockfac®@ a i G S& a! 6 2 NR
G221 O2YyaARSNIOfS NA A aXcaiBe séedih dNdeBsurpiising flacesBnO| = |y
0 KS O&HefFtheticoitg R4S A DAGSY GKS 101 2F Y2RSNY SldziL
of quarried rock they would have carried, it is astonishing what dangerous positions they would have

NE I O K AbBrigisal sitesre social ancculturalmarkersverify thata connection baveen the

5 Robert MacfarlanelMountains of the Mind: A History of Fascinati@ondon: Granta Books, 2003), 18.

" Historian la 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.

lan D. ClarkAboriginal Languages and Clans: An Historical Atlas oféiveand Central Victoria, 1861800

(Australia: Monash University, 1990), 257.

81n 1992 an archaeological survey at Mt Arapiles was commissioned to locate evidence of their occupation.

Fortyl g2 1 02NAIAYIE | NOKIFS2ft23A0ltf airidSa sSNB f20FGSRo
scarred trees and rock art sites.

9 A mark ortrace on a stone or rock surface showing the point of attachment of a flake that has been removed.

) yRNBg [2y3TX a! 02NAIAY L  hnA@®RdekIEliinbess'yGuidiedo Aeapiles!DNdteLJA  Sa k 5
ed. Louise Shephef@ustralia: The Victorianli@bing Club, 1994), 11.

bid, 12.
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Djurite Balug clan and their lan8tone tool quarry sites, scar trees, and traces of rock art are
surviving fragments that testify to a rich indigenous occupat®mall rock shelters reveal significant

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

Aboriginal laneuse 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
FOO2YLI YyASR o6& al ¥FSINBY the eahal D70NGe Tadt of Sie RjuFid BaldgY | y € A T
had been relocated to mission statioid. A a i 2 NA Yy LIy 5&® [/ fFN] 6NARGSaxz
remainingnorth-eastern Jardwadjali began t&j dzSy & 906 Sy ST S Klodatlodwias 2y a G+
020K @2f dzy (i NadaylinforimatiFeSindd Bdatedat 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 limghie 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) Pedmeare recognised as

the traditional owners of the Wimmera and southern Mallee as far north as Ouyen. | 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 Robinstre 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
G2 GKS y2NIK® LYy KAa 22dNYIf w20 XClodrBey8TodmyR (1 S & ¢ K

the Goolum Goolum Aboriginal @perative in Horsham uses the spelling Djurite. Australian

2E.S. Parkeihe Aborigines of AustraliMelbourne: Hugh McColl, 1854), 14.

3 The Ebenezer Mission Station, situated 20km south of Lake Hindmarsh on the banks of the Wimmera River,
was established in 1859 by Moramiaissionaries 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 therggtii a selfsustainable rural
community. The National Trust which managed the entire site until 1991, handed ovesmiaéning
(freehold)section on 5 December 2013, to the Traditional Owners, the Barengi Gadjin Land Council Aboriginal
Corporation.

¥]an D. ClarkScars in the Landscape: A Register of Massacre Sites in Western Victorb838@ 3anberra

ACT: Aboriginal Studies Press for the Australian Institute of Aboriginal and Torres strait Islander Studies, 1995),
144,

5The Barengi Gadjin Labuncil 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 theirticadil lands. Native Title Services Victoria.

% ]an D. Clarked.,"The Journals of George Augustus Robinson, Chief Protector, Port Philip Aboriginal
Protectorate, Volume Four: 1 Jasry 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,] w201 [/ fAYOSNERQ DwiEbrRI®madtchelNSurkéyor GeaataboR e ( S ®
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. Hewroté, L | 8 OSYRSR G(GKA&a KAff 2y (G4KS | yYABSN
KSy OS i KSlistofianP&uttGarter argues that explorers such as Mitchell selected place

names to conform to European needs and expectatidfitschell provides his own account:

To give appellations that may become current in thg moutﬂhsﬂof futureAgenerationAs,vhas often 5
been a perplexing subject with me, whetherthey?hd 6 SSy NBIjdzA NdBcR (2 RA &
great natural features of the earth, as mountains and rivers. | have alglaglty adopted
aboriginal names, and in the absence of these, | 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 ankestcountries. 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 madé®
Australian @ademic George SeddénNJA (i S & = &g wich wag In Tadt  rAnaminggave
subst Yy OS (2 (K $PNidrehayhidtyatiSedtighaedees to acknowlesitpat the Mount
was already named by the local Aboriginal people. Robert Macfarlane suggests another possibility
FYR 6NARGSasY G¢KS dzZNHS (2 VYEthattempftd i®Spesehoé orlan f | Yy Ra C
eventwithintime andspaceA & | gl & 2F Fff26Ay3a adG2NASa G2 oS
explorers, names gave meaning and structure to a landscape which might otherwise have been
NBLISGAGA DSt YSIFyAy3f Saaoé

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 invghdrauty, the picturesque and the

sublime. In 188&istorianAlexander Sutherland describes the view that Mitchell withessed when he

Oft AYOSR 'y S&aOFNWYSyd Fd ad ! N¥ LA Sathr@ugh Ho Wdz &
pines and sheaks and pleamnt evergreen shrubs, and, from its precipitous brow, looked out on a
ONRIFIR fS@St 27F adzflyesz LI AG2NIt OGNF yljdAattAGE D¢

" Thomas MitchellThree Expeditions into the Interior of Eastern Austi@isstralia: T. & W. Boone, 1838),
189.

18 |bid, 179-180.

19 George Seddon,andprints: Reflections on Place and Lands¢dpéed Kingdom: Cambridge University
Press, 1997), 24.

20 Macfarlane, 191.

21 Alexander Sutherland/ictoria and Its Metropolis: Past and Presemdl. 1 (Melbourne: McCarron, Bird &
Co., 1888), 89.
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Figure2. Major ThomasL. Mitchel| Mitre Rock and Lake, from Mt Araysld.838.
Published by T. and W. Boone, London.

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

including the workMitre Rock and Lake, from Mt Arapileee fig. 2 The scene accurately depicts

the view from the cliff face of Mt Arapilésokingtowards Mitre Rock and Mtre Lake Depictions

of rays of light emanating from the cloudad white tonal contrasts in the sky and laae used to

add drama andaontribute to the picturesque conventions mhagemaking ofthe time. In the far

left cornerof the imageare two figires, one pointing to distant Aboriginal fires on the horizon.

Mitchell wrote aboutthe surrounding Wimmeradescribing it abountifu: ¢ 9 S NE Rl & ¢S LJ &
over land which, for natural fertility and beauty, could scarcely be surpassed; over streams of

unF I At Ay3 | odzy Rl yOSs | yR LI I A¥FHe wasa@iBpkBSsRd withitieK  ( K S
fertile landscape that he named it Australia Felix I G Ay F2NJ W¥F2NIidzyl 4SS ! dza i NI
alAlOKSttQa If26Ay3 RSAONALIIAZ2Y 2F (GKS 2AYYSNY £

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#hiSy 84S aA G OKSft f Q& NI
were blueprints for the movement of people; they provided, not simply the maps, but the

rhetorical incentives to travet:

22 Mitre Rock was named by Mitchell due its similarit@inlzi t Ay S G2 F 0A&aK2LIQa YAIGNB®
Gregory C. Ecclestomajor Mitchell's 1836 'Australia Felix' Expedition: AHRaluation(Monash University

Australia: Monash Publications in Geography, 1992), 70.

2 Mitchell, 194.

24 Paul CarterThe Road to Botany Bay: Erploration of Landscape and Hist{lrpndon: Faber and Faber,

1987), 121122.
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Seddon holdsisimilar viewto Carter,and likens this form of persuasive writing to the writing of
aSadalrasS r3Syda 2F (d2RlIé GKIG RSAONARGS K2dzaSa Ay
Mitchell was describing the landscape as habitable and encouraging future pastoralists tandork a
occupythe landto ensuré dz& G NI f A F Q& Fdzi dzNBE LINPALISNA G e @

In 1937, the Minister for Lands and Forest, Albert Lind visited Mount Arapiles and described the view
FNRY GKS adzYYAld Fasxs aGKS Y2al oS PPaicadarite LI y2 NI Y
perception of the Mount as an elevated poindbm whichto survey the agricultural bounty of the

surrounding wheat lands was affirmed. Over seveitg years later similarly glowing descriptions of

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

issue ofThe RoyalautoA photograph picturing Mitre Rock (see f8y.was on the cover, with a

OFLIiAz2y &adFdAy3zT & ¢ K prordireit Hurist &tkadlibnanzhdziaiimuk NI LIA £ S &

I NB1Adrérding to Ausalian pioneering climber Peter Jackson, it was this striking image that

FGGNI OGSR GKS FTANRG NRPO1 OfAYOSNR (G2 aid ! NLAf S3
2 AYYSNF QX FfGK2dzZAK GKSNB A& y2 the®yhaiayiptighdfal KS LI
rough track leadingtothd dzY YA i 'y R 221 2dzi 6 KSNBandaz2zy | Of SI N
LI y2NF Y 2F (GKS adiNRdzyRAYy3a O2dzy i NBAARS®E

SIPTIMBER, 1962.  OME SHILLING FOUNDED 1903

Royalauto

Beghitered ot he 2.0, Malboure, far rvmsmisivn by st 20 prindical

-] Check )nurTy Tes

£ amé?ll:tth FOR Ulgmplc ‘ i

Figure3. Olympic Tyre and Rubber Compalijtre Rock September 1962The RoyalautdMelbourne.

25 Seddon, 40.

26 Chris Richards, "The Miefimponomy of Mount ArapilesPlacenames Australi2004, 10.
27P.V. Fahle, "Spring in the Wimmer@fie Royalautal 962, 1.

% 1bid, 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 facilities at Mt Arapileaere 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 possasanimgs

GUASa AKS W 1TYKS 1y206Y 3 *Nh Ruttaiay @mbedzy, he Molrtt wals NA (1 & © ¢
discovered as a climbing venue by Bob and Steve Craddock in November 1963, when the first rock

climbs were recordedrhe first climbing guide was published only two yeaerland todaythe

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

[A1S aAldOKSttQas SINIeée RSaAaONARLIIA2ya 2F (GKS a2dzyi
to a new generation. The process ohaning features at Mt Arapiles to incorporate perceptions of

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

written, and its importance in mediatingpictorial representation of Mt Arapiles in greater detai

Chapter threavhere | 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 climbeigd my experience of theocial history 6Mt
Arapilesandinvestigaeshow other artists at other times responded to Mt Arapiles. The

Wotjobaluk peopléhave a rich and proud history of connection to the Mount. It is clear from
archaeological reports thaflount Arapiles was a base from which Witaluk 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. @nerations of artists have depictédt Arapiles and the surrounding region, from Major
Thomas Mitchell, Nicholas Chevalier and Eugene von Guerard in the early 18bsetoNdlan.

What do these works tell us about the place Mt Arapiles? Simon Schama suggests that our idea of
fIyRaAaQIKS LANR RidzOG 2F 2dzNJ aKIF NBR Odzf G§dzZNB 6F yROX |
YSY2NR S&asz | ymRlyrrsearch had shawyi thab éach 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
2 AYYSNI @ MKABa@ilest; SuBseiDBB4) (see figd) andWest Side of Mt Arapilg4863)

2Seddon, 23.
30 Simon Schama,andscape and Memof(iew York: Vintage Books, 1995), 14.
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YR @2y TDhdzid RWdR @nd Bake from Mount Arap{E&74) exemplify the highly
romanticised style of a nineteenth century European picturesque tradition. The works canvey
sense of nature as overwhelmingnd this sense of natu@dominated early depictions of landscape
in Australia.Chevalier and von Guaiemploy panoramic formats and construction of pictorial

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

Figured. Nicholas ChevalieMt Arapiles- Sunset1864 chromolithograph
21.5 x 31.7cmHorsham Regional Art Gallery

Figure5. Proximity of Mitre Rock to Mt Arapiles from the north east, 2@ @ridget Hillebrand

In Mt Arapilesq SunsetChevalier adapted the landscape to suit the pictorial conventions of the

time. In reality, Mitre Rock is not a ruined casikehis image suggests, and is located further away
from the mainmount (see figs0 ® / KS@F f ASNR&a AYF3aS LINBaSyda |
multiple perspectives of the landscape into the same wa&dth Chevalier and Mitchell

acknowledge an Aboriginal presence in the landscape with depictions of Aboriginal people camped
in the foregroundof their imagerina A i O KVttt Ra@kiaRd Lake, from Mt Arapilegth a

depiction ofEuropeans pointingut to distant Aboriginal fires on the horizon.

17
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| KS@IFt ASNRAa mycn A¥dsa&@idveys an@ulinFcans Huindtkng idinesk
and realities of early colonial life. That same year, the Coqarff childrenbecamelost in the

Wimmera scub west of Horshamot far from whereChevaliehad set up camgdsaac, nine, Jane,
seven, and thregrearold Frankset outto collect broom buslandwandered more than one

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

found them barely alive. An excerpt from the 1864 editiolTbé Australian News for Home Readers
adlidSazr a¢KS o0flFOla LRAYUGUSR 2dzi | aLlRid oKSNB

C\
A
N>

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

OF NNXA SR | 02y &Ate Sklbf éhe Aboriginahipédply & @akling the land saved the

OKAf RNBYQHKI ft ABBASRYRKS aSGift SNEQ Yl AyCanthik2aGAf S
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 imheeAustralian News for

Home Readerkis image provides readers with a romiiged 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.

Figure6. Sidney Nolarywimmera (from Mt Arapiles1943 ripolin enamel on canvas
63 x 76cmNational Gallery of Victoria, Melbourne

31 Chromolithographys a method for making muitiolour prints and was commonly used in 184030s. The
technique involved the use of multiple lithographic stonese 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.

g ¢ K254 0/ KThe AUBLRIEENews for Home Reagd&sptembel4, 1864.

18



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

to the remoterocky outcrop of Mt Arapiles. It was not until 1942 when Sidney Notatipaed in

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

of paintings includingVimmera (from Mt Arapiles)943,(see fig6).b 2 f | y Qa @A &aA2Y 2F (K
was,as he wrote to Sunday Readd; & KI NR | & F YA NNE NP #newiitkHisi 61 a
paintings capture his feelings of isolatiganerated by thestrange and unfamiliar environment.

There is a strong feeling vastness and the heat of summer in his flat painterly treatment of a dry,
monotonouslandscape viewed from above\Wimmera (from Mt Arapiles)Unlike the picturesque

depictions of the early eighteenth century artists Nolan responded to the flatnesthargkverity of

the Wimnera environment.

His paintingVimmera (from Mt Arapileg)epicts the monotony of the vast wheat fields. He wrote in
WFydzk NB GKIFG @SENY aa{2YSiAYSa (KS aArtza t2271 &z
from the treesyou 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 cow#try

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

which to view the plains. In December of 1943 Nolan revisitedtheY YS NI | YR 6NRGSI &,
out to Natimuk and the strange formation of Mt Arapiles. An outlander sort of atmosphere, perhaps

near to exoticwith dull and isolated2 O { |&oKing over a bright salt lake and a few miles out to

GKS SR3IS 2F GKS RS&aSNI aPyR gKAOK asSSvya (2 32 2y
b2flyQa tSIGSNAR G2 W2KYy FyR { dzy iRiergretaicd & Re Ay G KS
Wimmera than the writings of Mitchk Art historian Richard Haesewst G K G b2t | yQa f Si
oa concern for the ways in which men occupy and use the land and its spaces, how they change it

FYR Ay (dzNY [FN&an Cokild noth&vR possibly imapgided 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. lénlkistralian artist Phillip Hunter who,
when describindnis relationshiptail KS 2 AYYSNI 6NRGS> aLGQa 6KSNB LQ

33Richard Haese and Jan MincHaigney Nolan: The City and the P{ailelbourne, Australia: National Gallery
of Victoria, 1983), 21.

34 Jane ClarkSidney Nolan: Landscapes and LegéBggney, NSW: International Cultural Corporation of
Australia Ldl., 1987), 55%4.

35Haese 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
Of dNNAY I y2F¥S¥Z8B® 2@8dz KI IS (2 0SS OSNE O2yalOA2dz

Both Nolan and Hunter spefdngperiods in the Wimmera district but their notions of it as place

graitte RAFFSNBYUD® ¢KS Ay TFf dzSy OSovelFhe PlamdvasNd € Ay & N
particularly important to Hunter. The novel is set in a small town, presumalthe 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
0S82yR 2dzNJ AYAGAL f atfitsd eénodiuttedySlat @id adtuelesseventually K | R
disclosed countless subtle variations of landscape and abundance of furtive wildlife. Trying to

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

discriminatingg Y R NBOSLIIA @S (2 3INI Bdzt NBIStliGA2ya 2F Y

adzNYy I ySQa RSAONARLIIAZ2Y &ada3aSada Iy SyO2dzyiSNI &A YA
Mt Arapiles.As a consequence of my research and sustained engagement with Mt Arapiles | have
alsobecom&2 NB W20aSNUIyliX RAAONAYAYIGAY3I | yR NBOSLII.
climber, and in observing how these perceptions contribute to the development of my studio
researchHunterstateg &L 61 yiSR (2 NBIF R LIS 20uilivg igtkigplaégel R | &
GKIFIG ¢2dAZ R St 02N GS dzB98infilarly,yf $dughtiBrRl anil Becodéd 2 6y DA S ¢
descriptions of Mt Arapiles to broaden my knowledge of the shifts and changes in perceptions of the
Wimmera landscapever time. Like Hunterhave 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
lanRa OF LIS YIRS o6& aAlOKSttd | dzyGSNI SELIX FAYAY daé
but to create an analogy a vehicle for exploration, to digest what has been seen and to then reinvent
GKFG adzoeSOoG FyR Fft GKFEG AG AYLX ASEdE

37 Ashley CrawfordyWimmera the Work of Phillip Huntéhustralia: Thames and Hudson Pty Ltd, 2002), 23.

38 Gerald MurnaneThe PlaingAustralia: Norstrilia Press, 1982), 12.

39 Crawford, 28.

40 peter Haynes ail., "The Plains: Wimmera and the Imaging of Australian Landscape,” The University of
Melbourne The lan Potter Museum of Art (Victoria, Australia: The lan Potter Museum of Art, The University of
Melbourne, 2001), 38.
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Figure7. PHlip Hunter, Night Paddockg Wimmerg 2001, oil on canvas
228.5 x 213cmCollection: Heyball, Leonard Stent Architects.

| dzy G S NI ANightPatidpakgiWirdimera (200) (see fig7) depicts a living landscape where

(NI OG2NJ t AGKGA €SHGS | LI &aar3s 27 FOGAGAGeE AY (K
62N] FNB Ay &KFNLI O2y iGN} &ad G2 1dzyyiSNRa GN} OSa 27

and the physical impsition of man on the landscape. The traces of lines imark Night Climbs
(2013)(discussed in detail iBhapterthree ¢ see fig.32, page61l) also suggests thmovement of
rock climbers in the landscape as they navigate their way up a cliff guiddwt light of head

torches. In 2010, Artistic Director of Mrobe University Museum of ArtMA), Vincent Alessi

oA LA

GNR2GS Ay GKS OF Gt 23d8S | BotveeN thdr LASA ¢f B dzy 28 B RS 6 § E

records the landscape as something that is fla@htains history and is experienced. It is space of

placel  fFyRaAOFLIS (KFKG Aa 4SSy FTNRBY (KS AMYAARSI

Hunter and | are both interested in the histories of the Wimmera and our experience within it, but
where Hunterworks with paint on canva® express his conceptbcreate a tactile and multayered

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

“1Vincent AlessiBetween the Lines, Blip Hunter DrawinggVictoria: La Trobe University Museum of Art,
2009), 5.
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Figure8. Jill Ory Southern Crossto bear and behold 1,
2009, photo-performance.

I 02y OSNY F2NJ I fFyRaoOlLSQa Odz GdzNF £ FyR 3IS23NIL
Australian artist Jill Or©rr utilises a cotination of performance, photography, video and

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

photo - performanceFaith in a faithless lanéy 1 1 n 0 SELJX 2NB & K246 AaNBLINBaas
are passed, preddA y I i St & Ay GKS F2N¥ 2F GNI dzYlF GAO%AYy (G SNI «
Her photographs were made as documentation of her performance on Mitre Bakghern Cross

to bear and beholdl (see fig8), 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
lake@fragile crust. The performanaeferences the histories of local missions and ¢lagly Christian

aSG0t SNE oK2 tAPSR I ONRPaa GKS NBIA2yd | yiAlS (K
early settlers in the Wimmera, who wore costumes that seem distinctively out of place in the harsh
landscape of Mitre Lake. Orrwrites ¢ K3 3 aA 2y I N Qa aiNHzZa3ItS Aa GKFG 2
NEYRSNA (GKA&a FOGA2y |a NARAOdzZ 2dza 2NJ YR o6dzi y S¢
AKII NBa hNNDa AyiuSNBad Ay Ay@SadAadaridiya GKS OKL y:

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

'daly

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 Cros® Bear and Behold http://www.jillorr.com.au/e/southern-crossto-bearand-
behold.html(2016) (accessedpril 7, 2016).
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Works in situg establishing a relationship

In the initial fhases of my practicbased research, a number of my works explored concepts of

place and materiality. Works were made in situ and | turned my attention to how the site of Mt
Arapiles was layered with various meanings and experiences. The physical laperggface of ink

and paper over another was a process | was very familiar with in my printmaking practice. | 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 providesvariety of conceptual possibilities and material outconites;

a place where different fragments, textures and perspectives coexist. | began by making numerous
plein-air sketches from a bluff | revisited often on Mt Arapiles looking towards Mitre &utkhe

salt lakes beyond. Drawing from observation strengthened my visual dialogue and mark making. |
observed the varying light and colour of the salt plains, the gliding shadow edge cast by a cloud and
the falling shadows. | incorporated a greater eariof marks in my worln responseto the greater

variety of textures | observed and experienced in the landscape.

Similarly to the works of Nolan and early eighteenth century artists, Mitchell and Chetradise
drawings made on sitand from an elevied view,informed my perception of the Wimmera
landscapeThis form of engaged looking led to an intimate and sustained contemplation of the
landscape. | was not engaged in capturing the broad sweeping (picturesque) perspective of the
landscape (as was &alier), but like Nolan and Huntedéscribedformsthat most impressed me.

An excerpt from my diargf the timeNS | Rie Elouds hang low over the parched Wimmera fields.
| draw over and over again the outline of Mitre Lake, trying to capture itsrdmyeaffect over the
fIryRaOlFLISET | @I & UnikKeinyNRBdedessdts, rimagedonétiBiesallude ®wéa
landscape viewed through a pair of binoculars or as a fragmented landscape viewed from multiple
points. | adopted these pictorial devicésr 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

| further exended my interaction with siten related drawings, photographs and documentation, as

gStt a 02ttt SOGAY3I YR I NOKAGAYI KAAG2NRAOIE YU (S
researched the historical narrative of Mt Arapiles, as it is writtethélandscape about the

landscape and by the people who experiencdflitis 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 period§time. In 2009 | organised a chartered flight over Mt
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Arapiles and the surrounding plains. For the first time | viewed a series of salt lakes immediately
west of theMount. | was overcome by the strange realisation that the shimmering singular Mitre
Lakethat | had spent so many years drawing from a familiar outlook on Mt Arapiles was,ipdetct

of a much larger chain of salt lakes that are the last remnants of the receding inland sea. &he sea
maximum advance was about twenty million years ago wimenGrampians and Mt Arapiles stood

as ancient sea cliffs. Viewing pais all about perspectiveulturally and physically.

Figure9. Bridget HillebrandSeverandtwenty lakes,2010, inocut, unique state. 40 x 130cm. Collection of the
National Gallerpf Australia.

My work Severandtwenty lakes{2010 (see fig9) consists of twentgeven circular prints on

individually raised supports. Tlmagesdepict a series of viewpoints of the salt lakes from Mt

Arapiles and reflect the changing geographat was once an inland sésnow 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 landschst as the salt lakes

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

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

the layered surface of the chiarosctttinocut 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

{dzi KSNI F YRQ4 RSEAONARLIGAZY 2F al 22NJ ¢K2YlF & aArliOKSt
grass and sylvan eapses lay far as eye could range, and, dotting it with an exquisite charm, slept

the mirror-like faces of seveandi g Sy i1& f+F1S8azx Fft ORNDdzZ I NE Fff 27

44 Chiaroscuro linocuts are similar to chiaroscuro woodcuts, an early form of European colourgpthiatin
uses a key block, then several other blocks with clear tonal changes.
45 Sutherland, 89.
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Figurel0. Bridget HillebrandSeverandtwenty lakes (detail)2010,linocut, unique state Collection of the
National Gallery of Australia.
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