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FOREWORD

In the late 1340s 2 Tasmanian clergyman, the Reverend Thomas Ewing,
discovered a §ftand of trees like none he had seen before. In one
square mile next to the Huon Road outside Hobart he found one
hundred trees which each had a girth of at leat 36 fect. Ewing
called this area the ‘Vale of Giants for puny indeed did men appear
alongside these vegerable wonders'. He wanted the talleét tree
‘held sacred’.

The local name for these trees in Tasmania was swamp gums which
suggests that Ewing’s fellow colonifts did not share his admiration
of them. Vi¢torians displayed greater regard for these trees when
they called them mountain ash. Autralia’s greateft nineteenth-
century botanit, Ferdinand von Mueller, was moét laudatory
when he dubbed chem ucalyptus regnans, the king of the eucalypts.

Mueller’s name was apt because these trees are the tallest eucalypts, vet
they are more than that, They are also the world's taflest flowering
plants, the world’s talle§t hardwoods. Before coloniéts began
attacking them in the nineteenth century, the biggeft may also
have been the talle§t trees in the world, eclipsing the sequoias
or glant conifers of the United States of America.

These trees are not Autralia’s only giants. For all Ewing’s amazement at
the girth of the trees he found by the Huon Road, there are ather
species with even greater girths — above all, the baobabs,
eAdansonia gregorii, of north-western Australia. There are also
species which live much longer — above all, the Huon pines,
Decrydium frankimnit, of south-wetern Tasmania.

'The scale of these trees — the way in which they extend across space and
time — §tretches the imagination as much as it §tretches the eye.
More than most other forms of nature, these trees are vardéticks
of human exitence. They make people look puny, as Thomas
Ewing observed — small and shortlived, a witness to little. Their
size and age make them one of the mogt patent manifestarions of
the wonder of the world.

“Yet these trees are, above all, a test of our regard or disregard for nature.
If we deftroy these trees, what will we not deftroy? If we do not
safeguard the foreéts where they grow, what in the environment
is safe? If they do not move and inspire us, what will?

The area where these questions now arise more §tarkly than any other is
Tasmania’s Styx Valley. The foreéts in this valley contain Auétralia’s
talledt trees, yet it is being clear-felled and wood-chipped coupe by
coupe. More than 2 hundred and fifty years after the Reverend
Ewing, the Tasmanian government §till cannot see the wonder of a
Valley of Giants. This exhibition reveals the wonder of Autraliz’s
giants in the hope of encouraging their protection,

Professor Tim Bonyhady
Auftralian National University
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As tempting as it may be to open with reference to famous remarks ‘on
trees’ by the nineteenth-century naturali§t Richard Jefferies, or to
rural elegy in Alexander Smith’s Dreamthorp, it is better perhaps
simply to reiterate the words of Thomas Pakenham in Meetings
with remarkable trees (1996) and say that ‘this is not a conventional
book about trees’.

In sympathy with Pakenham’s approach to the subjec of ‘remarkable
trees’, this account of ‘ancient and hi§toric trees’ offers no
assistance with identifying trees, gives no advice on matters such
as the cultivation of trees, timber usage or the pruning of trees.
In short, for scientific or technical enquiry into the subjec of
trees, the reader must look elsewhere.

Instead, Giant ~ ancient and historic trees examines a dramatic aspect
of natural history — the §tory of notable and significant trees —
as seen through the lens of art hi§tory. Giant is concerned with
famous images of famous trees — images such as David Roberts’
illu§tration The Holy Tree, Metereah (c. 1846), a gloriously
ramshackle old sycamore near Cairo, a popular destination for
Christian pilgrims, and supposedly a resting place of the Holy
Family during their flight into Egypt.J (fig 3) Giant is concerned
also with contemporary images including photographs by John
Gollings of significant Victorian trees, and wood engravings by
Tim Jones of historic sites at Hanging Rock and Geelong.

The cultural and symbolic significance of trees, as expressed by artists
working in the Western tradition of landscape, is a big subject; and

FIG 3

is examined at length by Simon Schama in Lgndscape and memory David Roberts,
. . . . The Holy Tree, Metereab,
(1995). In this monumental work of scholarship, Schama brings his c.1846, colour lithograph

particular vision and depth of insight to bear on the argument that
‘our entire (Western) landscape tradition is the produét of shared
culture (that is) built from a rich deposit of myths, memories, and
obsessions. As for the role of trees in these ‘myths, memories,
and obsessions’, it is Alexander Smith, once again, who suggests
that Ancient descent and glory are made audible in the proud
murmur of immemorial woods’ where venerable trees are ‘the
broad-armed witnesses’ of events in centuries past.

As wide-ranging in scope as this preamble is, Giant ~ ancient and bistoric
trees is concerned ultimately with the pictorial documentation and
representation of ‘remarkable trees’ (exotics and natives) from an
Australian perspective. A precursor to this undertaking is the
album of Australian ‘tree portraits’ compiled by the anthropologist
Charles Mountford in 1956, (fig 4) while the exhibition itself
includes copies of Ferdinand von Mueller’s Eucalyptographia
(1879-1884) — a great milestone of botanical scholarship —
and Russell Grimwade’s eAn anthology of the eucalypts (1920).

While the prime motivation for Giant is the di§tinétive and spectacular
character of Autralia’s own phenomenal and ‘remarkable trees’,
and their signal presence in Australian art from the colonial period
to the present, our subject is plainly not ‘the tree in Autralian art’.
This would be an unwieldy exercise given that landscape painting
was the dominant §tream in Australian art until the advent of
modernism during the inter-war period of the twentieth century.

In terms of the hi§tory of representation of Australian flora, it is important

to acknowledge, even briefly, the subtantial research and extensive . ' 364
literature that exists on this subject in general including, inter alia, Chsles Matintoed,

. . R . eAudtralian tree portraits,
titles that are as different in approach as Bernard Smith’s §uropean 1956, dustjacket

vision and the South Pacific (1960), the same author’s classic
cAustralian painting 1788-1970 (1971), and more recent titles
including, notably, Tom Griffiths’ Forests of ash: an environmental
history (2002) and Tim Bonyhady’s eA colonial earth (2002). Ron
Radford’s commentary in the Art Gallery of South Australia’s
exhibition catalogue Qur country: e Australian Federation landscapes
1900-1914 (2001) discusses the idea of ‘The Symbolic Landscape’
and refers to several images reproduced in this publication.

Giant ~ ancient and bistoric trees reflets the passionate advocacy of
the worldwide environmental movement in seeking to preserve
old-growth forests that come under threat from logging and



unsustainable developments of different kinds. Also, in the more
intimate theatre of community advocacy, Gient further reflects
the concerns of thuse who aét to preserve lone trees or avenues
of old trees with hitorical or regional significance.

As these individuals and communities are well aware, there is currency
§till in the rather gloomy plea made long ago by Richard Jefferies
in his classic The gamekeeper at home (1877). In this essay, Jefferies
makes a plea on hehalf of large estates and ancient traéts of
countryside in his native Britain. It is a plea that liverally
‘echoes down the ages’.

AN care s taken o plant fresh saplings, ne care is laken 1o seledt
aned oo the trees which have pasced the meridian of
therr exifience,.. Perbaps the temper of the times is to blame
for this negledi: men look only to the day and live {24,

Fhere is o sense of uncertainly in #he atmosphere of the age:
10 une cen be sure thel Ehe acorns be plavts wnill be permitted
1o reach their prime... So the gquemdes div out and the kegper
wouras to think that in the days vo come their place wil]

be wicant. 7

Giant is certainly no inventory of all known ‘significant’ trees in any
particular bailiwick, whether regional, national or whatever, This
information is already in print, and the Regidters of Significant
Trees maintained by branches of the National Frust of Austraiia
are primary sources of the kind. In some indtances, comprehensive
lifts of ‘significant trees’ are also poéted on the Internet by public
authorities and keen amateurs alike. Frequently, the jargon adopted
by Internet ‘tree’ sites adds celour to otherwise dry lifts of
‘champion trees’ or ‘forest giants’ whose heights and girths are
recorded in minute detail along with information about the
alleged antiquity or historical associations of the tree, and about
its nearedt rivals in the eternal quedt for the olde$t and the talleét
examples of a species. In the event, though, specialised ‘tree
language’ well predates the Internet.

Ancient trees, for inftance, have long carncd the sobriquet ‘Methuselah,
while the tallest are ‘patriarchs’ or ‘mothers of the foreét’.
Occasionally, as emblems of patriotic sclf-cétcem, the grandest
and moft famous trees are named after national heroes and
identities in the manner of California’s ‘General Sherman’ and
‘General Grant’ trees, giant sequoias both. In a novel display of
nationaliftic ambivalence, Autralia once boasted not only an
‘Uncle Sam’ tree but also an ‘Edward V1T tree, colossal specimens
of blackbutt and mountain ash respectively; that were tourist
destinations near the Black Spur in Victoria until their eventual
demise in the late-nineteenth century®

Both Nicholas Caire (2837-1918) and J.W. Lindt (1845-1926) hoped that
their photographs of ‘forest giants’ would sway public opinion in
favour of active protection for Victoria's old foreéts. Ferdinand von
Mueller (1825-96) was more explicit in calling for the talleét of the
mountain ash to be preserved, or at the very least, measured and
properly documented. Over time, and regardless of the interest
and atcention thar historic and notable trees receive, they are not
always afforded the protection that should be their due. Today, for
ingtance, a §tone marker in England indicates what was atlegedly
the original site of the ‘Glastonbury thorn’ — the most famous
of the countrv’s ‘Holy thorn’ trees of Chriftian association. This
sacred tree was believed to have sprouted from a &iaff of hawthaorn
wood carried by 5t Joseph of Arimathes when he came ashore at
Avalon’, asguably the present-day site of Glastonbury. Vandalised
in Elizabethan times, the sacred ‘Glastonbury thorn’ was finally
destroyed by Puritans in a fit of religious zealotry during the
reign of Charles I, The §tone marker is its laéting smonument. ?

In Auétralia, a giant mountain ash at Thorpdale in South Gippsland —
a scrious contender as one of the country’s rallest trees — was cut
down in 1881 by a farmer named Cornthwaite. It was subsequently
measured at some 375 feet (114 metres) as it lay on the ground ®
No sober stone marks the site of this former giant. Intcad, a




slender column rises in its place from a treeless plain like a colossal
maypole of tragic aspect. A panel of metal lettering on top of the
pole — that approximates the height of the tree — announces,
with no hint of irony, this to be ‘the site of the world’s tallest tree’,

For most of us, however, an ancient or extremely tall tree is an inspiring
spectacle, chiefly because of its physical presence, either as a
towering colossus or heroic ruin. Ancient trees are plainly the world’s
oldest living things, our ‘best antiques’ according to Alexander Smith.
When William Wordsworth wrote of a ‘brotherhood of venerable
trees’ he had in mind English oaks, elms and their like. All the same,
his allusion might apply equally to the massive cedars in a woodblock
print by Hiroshige (1797-1858), (fig 5) or more generally to the ever-
diminishing territories of the world’s old-growth forests and to all
surviving ancient trees in these increasingly embattled regions.

In spite of the syStematic logging and land clearance that has occurred

worldwide, much of it since the mid-nineteenth century, with the ¥IG 5
i Z . Utagawa Hiroshige,
resulting loss of innumerable large and ancient trees, there are Soage 26, NGuaks, cabio,

hand-coloured woodblock,

truly ancient specimens and species that survive to this day A Geslodg Gallay

wizened bristlecone pine in the White Mountains of California is
e§timated to be 4,600 years old. No less phenomenal, is the recent
discovery in Auétralia, in an isolated canyon surprisingly close to
Sydney; of a §tand of Wollemi pines, trees that have been described
as 'living fossils’, a species long presumed extinét. Their discovery
in 1994 is rather like the arboreal equivalent of our reckoning on a
brontosaurus or similar creature grazing in some remote corner of
a ditant savanna.? Tasmania too is renowned for its formidable
Stands of messmate, mountain ash, and Huon pine, while Victoria’s
Otway Ranges are home to equally venerable specimens of myrtle
beech and mountain ash. In Weétern Australia, the tall karri and
jarrah trees are the mo$t noteworthy species.

Debates about the relative antiquity and scale of certain venerable trees
have long occupied botaniéts, travellers and natural hi§torians. The
celebrated ‘Dragon tree’ at Orotava in Tenerife was much admired
by the eminent German $tatesman and naturali§t Alexander von
Humboldt (1769-1859), and an engraving of this exotic-looking
tree features as the frontispiece to early editions of his Trzvel.
Humboldt was convinced the tree was at least 6,000 years old,

a calculation much reduced by modern experts to a not inconsiderable
600 years. Equally exotic, and also discussed by Humboldt, is the
voluminous ‘Montezuma cypress’ at Tule in Mexico, a tree with the
largest girth of any in the world. Once thought to be three great
trunks fused and growing together, the cypress is now recognised as
a single, individual specimen. A Huon pine in Tasmania is thought
to be 2,500 years old, while the ‘Bowthorpe oak’ in Lincolnshire,
England, a mountainous tree with a hugely thick bole — is said to
be around 1,000 years of age. Jacob Strutt depicted this oak in his
oylva Britannica (1826), an album of etchings and concise histories
of famous trees in England. (fig 2)

While Australia’s eucalyptus trees are certainly not as long-lived as
the oaks and elms in Strutt’s §y/va, the mountain ash (Eucalyptus
regnans) is certainly the world's talle§t hardwood. In the nineteenth
century, various estimates of between 300 and even 500 feet
(approx 120 to 150 metres) were made in respect of the height of
the tallet specimens of mountain ash, with many of these found
in Gippsland in southeastern Victoria. In any case, no trees of this
enormous scale are thought to have survived beyond the 1860s by
which time logging and bushfires had claimed the finest specimens.
Today, the talle§t known trees are well short of nineteenth-century
records, with heights above 80 metres being rare.

Romantic poets and painters have often given expression to the idea that
ancient trees are the noblest and moét inspiring of God’s creations.
To Keats, ancient oaks were like ‘green-robed senators of mighty
woods’, while the poet Gray described the famous old trees at
Burnham Beeches in Buckinghamshire as ‘very reverend vegetables’.
(fig 15) Both John Constable (1776-1837) and Samuel Palmer (180 5-
81) made careful, naturali§tic §tudies in pencil of ‘venerable’ and



‘monumental’ trees; whereas the writer William Gilpin (1724-1804)
proposed elaborate and artificial distinétions between ‘romantic’
and ‘picturesque’ scenery, and between what he deemed to be
desirable and undesirable artiétic conventions for the
representation of trees in landscape painting. (fig 6)

Gilpin took pains to demonétrate how the sculptural charaéter of old,
gnarled and otherwise venerable trees might well comply with
his principles of a ‘pi¢turesque’ landscape. He considered that
conspicuous imperfection in the shape of a tree, or the ragged
aspect of an elderly specimen, were no handicap whatsoever for an
artist devising a ‘picturesque’ scene, so long as the artist adhered to
¢ his guidelines in respect of compositional harmony: Later §till, the
4 h influential critic John Ruskin (1819-1900) also took a §trong §tand
P = on the matter of arti§tic convention in the drawing of trees. In
Modern “Painters, Ruskin speaks of a quality he describes as ‘tree-
loveliness’ and carefully explains the ways in which this quality —
somewhat akin, so we read, to ‘perfect fellowship” — might be
either courted or loét by the landscape artist.®

FIG 6
William Gilpin,
Reprarks on foreft scenery,

sed ed., 1808 Subsequently, in the 1870s in America, Alfred Bierétadt (1830-1902)
prospered on the §trength of the high drama and heavy allegory of
his paintings depicting California’s immense sequoias or ‘big trees’
in the Mariposa Grove; while in Auétralia, the gentler personality
of Swiss-born artiét Louis Buvelot (1814-88) expressed a similar
sense of the sublime, but with none of the grandstanding of Bierétadr,
in his masterpiece ‘Waterpool near (Joleraine, sunset (1869). (fig 34)

A prologue to an early American guidebook, The big trees of (alifornia
(1910) by Galen Clark, the Whitmanesque self-§tyled ‘discoverer
of the Mariposa Grove of Big Trees’ and ‘Guardian of the Yosemite
Valley’, eulogized California’s ‘spirit of the woods’.

eAnd I've been to the groves of Sequoia “Big Trees
Where beauty and grandeur combine,
Grand temples of ENature for worship and ease,

Enchanting, inspiring, sublime! "

This is the impulse underlying so many of the painted, engraved and
photographic representations of the mo$t awesome of the
sequoias, the so-named ‘General Sherman’ and ‘General Grant’
trees, and the mo$t famous of all, the ‘Grizzly Giant’ of the
Mariposa Grove.(fig 7) These trees were admired for their colossal
scale and grandeur, and were often portrayed as symbols of new-
world pride and national ascendancy. Buvelot’s contemporaries
made similar claims for his paintings of mighty gums — paintings
that served to promote a wider appreciation of native trees and
to combat any notion that Australian flora was, in any sense, less
impressive or ‘§tately’ than conventionally ‘formal” and ‘shapely’
European trees such as oaks, elms and beeches.

It was an abiding respect for England’s ancient trees, and a concern to
preserve them from the deprivation wrought by various industries
that were desperate for timber as a fuel or for building, that
underlies a hugely influential book by John Evelyn (1620-1706),
fir§t published in 1664 and titled §ifva ~ or a discourse on forest trees.
(fig 1) In many respects, Evelyn’s §ifva (also spelled §y/va in some
editions) heralds the concerns of latter-day environmentalists.
Interestingly, in this connection, Evelyn also recommended that

FIG 7 the industries responsible for the de§truction of old foreéts be
(The Grizzly Giant) =

Onafthe e s Gl G required to make good the damage caused to the landscape by
280 feet high and 93 in girth, replanting the site with species native to the region, as opposed

in fitva and flors, vol.2, 1904 . . .
to cheaper, inappropriate alternatives.

In his Si/va, Evelyn names the chief offenders in the ‘impolitick
diminution of our Timber’ as ‘the late increase of Shipping ... the
multiplication of Glass-Works, Iron-Foundries, and the like’, but
he reserves his mo$t damning criticism for a practice, on the face
of it, that may have seemed comparatively benign — and that is
‘the disproportionate spreading of Tillage (that caused) prodigious
havock’ in the great foreéts of England. For Evelyn, working himself
into a lather of outrage, the desecration of old foreéts had already



reached ‘Epidemical’ proportions as landowners succumbed to the
temptation ‘not only to fell and cut down, but utterly to extirpate,
demolish, and raze... all those many goodly Woods and Foreéts,
which our more (provident) Ancestors left §tanding.’ ™

Evelyn’s argument and outrage anticipate in many respects the
comparable sentiments of contemporary conservationists
who chain themselves to trees in the depths of forets, and ,
lie spread-eagled in the path of the advancing bulldozer in the L
interests of protecting remnant old-growth foreéts in Australia,
South East Asia, South America or wherever inappropriate
development encroaches upon sensitive and significant tracts
of natural environment.
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Evelyn himself refers to the treatise on trees in the Ngtural history
of Pliny the Elder (AD23-79), (fig 8) a wide-ranging account that
provides information on fore§t trees and fruit trees, and reflects
generally on trees as the earth’s ‘ultimate gift to mankind’, and
foreéts as ‘the temples of gods’. Pliny documents some famous
trees in mythology and describes various exotics including the
‘fantastic’ Indian Banyan tree, notable ‘for its fruit and self-
propagating’. (fig 9) Elsewhere in his text, Pliny deals with ‘unusually
large trees’, citing the example of the ‘largest tree so far seen in
Rome...displayed (by the Emperor Tiberius) as a curiosity on a
deck that had been rigged up for a mock naval battle.”

. E . . -y = - e Hor Ex Omtwcana H \E‘RIJ ANA g
Pliny also mentions the Georgics of Virgil (70-19BCE) in which the poet < Hormary G Mgy
deals, in the mids$t of his great narrative on agriculture, with trees Plisy th i
in mythology; and further proposes that ‘Countries are di§tinguished Naturalis bistoriae, 1669, v3, title page,

. . . . . : National Gallery of Victoria Librar
by their trees’. To some extent, this last idea is rekindled in a ' '

modern meditation on the Australian landscape in Murray Bail’s
Eucalyptus (1998) where the author questions ‘ideas of a National
Landscape (or) an interior landscape, fitted out with blue sky and
the obligatory tremendous gum tree.’ 4

Comparable notions surface in Roger McDonald’s The tree in changing
light (2001) when the author recalls early childhood images
suggestive of ‘an ideal (Australian) bush’ that was not the ‘bush-
proper’, but an impression of suburban backyards intermingled
with the experience of ‘a Europeanised mongrel remnant’ of the
landscape existing on the outskirts of cities.’ Where Murray Bail’s
allusion might apply to a sweeping viéta of the kind associated with
Hans Heysen (fig 10), McDonald’s ‘mongrel remnant’ landscape —
partially developed and cultivated, and within easy reach of a city
precin¢t — conjures up thoughts of the Heidelberg School artiéts
setting up their easels during the 1880s in the intimate and familiar
landscapes they found just beyond the terminus of a day’s journey
by rail from Melbourne.

FIG §

The American writer and journalist, Oliver Wendell Holmes (1809-94), William Daniell,
a longtime resident of New England, was also an admirer of such IR e ::;r:f:;
‘intimate’ landscapes, and a champion of hi§toric trees. There is
a moment in his newspaper serial The autocrat of the breakfast-table
(1857) when Holmes ponders the notion that someday ‘somebody
would get us up the following work: — Sy/va iNovanglica
photographs of ENew England elms and other trees, taken upon the
same scale of magnitude’.*® Since then, Holmes’ aspiration has
been realized in several publications, while the present exhibition
and this publication aim to do something similar, but from an
Auétralian perspective.

What follows is a brief commentary on ‘the famous trees of the world’
with reference to hi$torical accounts of the subject. This leads to
a discussion of famous trees in Australia until, in turn, the focus
shifts to significant trees in Victoria and their representation in
painting, photography and prints.

FIG 10

Hans Heysen,

Stuedy of river gums, eAmbleside, S,
1940, pencil and wash,

Geelong Gallery
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THE VOCAL FOREST

It fortuned not long since, that Trees did speake, and locally move,
and meet one another; Their ayrie whistlings, and soft
hollowe whispers became eArticulate sounds, mutually
intelligible, as if to the soule of vegetation, the sensitive
Jaculties and powers of the intellect also, had been co-infusid
into them.

Dendrologia — Dodona’s Grove, or the vocall forrest
(x640)

James Howell (1594-1666)

Enormous it looked, its sprawling branches going up like reaching
arms with many long-fingered hands, its knotted and twisted
trunk gaping in wide fissures that creaked faintly as the
boughs moved.

“The Old Forest’ in The Fellowship of the Ring (1954-56)
JR.R. Tolkien (1892-1973)

0w,
THE VOCALL
FORI}LEST-
b Vo

Nec embuit Ruas habitare camena. * Wi Es

-] Corinth. 3
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FIG 11

James Howell,

Dendrologia. Dodona’s grove,
or, The vocall forrefl, 1640,
title page



The mythology of trees is a subject as complex as it is vast. Myths
involving trees are prevalent in the early literature and folklore
of many countries, while allegories of a similar kind persiét in
modern fiction and in popular culture.””

The Bible is a rich source of ‘metaphorical trees’, while the celebrated
‘talking grove’ of Greek mythology has been reprised many times
over the centuries. One such ‘talking grove’ appears in the guise of
political allegory in seventeenth-century England. Others occur in
numerous romantic poems including Tennyson’s The talking oak,
(fig 12) while the Disney §tudio’s animated film Flowers and Trees
(1932) involves a romance between young trees whose courtship
runs the gauntlet of an antagonistic ‘old §tump’ of a tree. Gnarled
old trees are something of a §tock feature in Disney’s animated
films where they usually resemble trees in Gustave Doré’s siniéter
illustrations of the ‘Dusky Wood’ in Dante’s Divine (Jomedy.

JR.R. Tolkien’s illustrations to his own The Fellowship of the Ring (1954~
56) include a coloured crayon drawing of an ‘old man willow’ with
snaking roots and massive trunk — the kind of specimen that
would suit the purposes of the tree-house building Swiss family

FIG 12

The Talking Oak, by

named Robinson. Another of Tolkien’s illustrations — titled J.E. Millais (artiét) and
o : b Th :
The forest of Lothlorien in Spring — features ‘the mallorn trees of e ii";‘i;‘;’;‘i;‘ﬂ;‘;fﬁ_

Lothlorien’ of which the author says “There are no trees like the oy ""’“’;‘;:a:ﬁi;'
trees of that land. For in the autumn their leaves fall not, but turn

to gold’ — a circumstance, as we find, that is not uncommon in

the shady realm of arboreal allegory.”

The roll-call of legendary trees in literature is extensive and includes a
multitude of memorable or magical trees such as those in Milton’s
Paradise Lost, Bunyan’s ‘Pilgrim’s Progress, Matthew Arnold’s Thyrsis,
Charlotte Bronte’s fane Eyre, Disraeli’s Sybil or the two nations, and
Adrien Le Corbeau’s The forest giant. In narratives such as these,
trees serve as beacons or landmarks in a spiritual journey, or else they
embody the desirable virtues of con$tancy, §trength, and wisdom.

Trees are central to the lore of the Druids — the oak in particular —
while the most famous metaphorical trees in biblical narrative
are those that represent the ultimate moral choice — the tree
of knowledge of good and evil that confers mortality, and the tree
of life that confers immortality, both of which grow in the Garden
of Eden. Medieval §tained glass windows feature the “Tree of Jesse’,
a symbolic scheme that conflates Jewish and early Christian
scripture, and represents the genealogy of Christ as recorded
at the beginning of Matthew’s gospel.

In Greek mythology — in the §tory of Jason and his Argonauts and their
quest for the Golden Fleece — Jason consults the venerable oracle
at the sanctuary of Zeus. Here, at Dodona in a quiet valley in the
northwest of Greece, the god was said to communicate wisdom and
prophecies with the rustling of leaves of a mighty oak. Thus, when
Jason étripped a limb from this tree in Dodona’s Grove, and used
its timber as the prow of his ship called the Argo, the limb was
found to be similarly possessed of the power of prophesy and was
frequently consulted by Jason during the Argo’s tumultuous voyage.

This classical myth of Dodona’s Grove is the inspiration for an
enigmatic seventeenth-century allegory written by the Welsh-born
writer James Howell (1594?-1666), and published in 1640 under the '
title Dendrologia — Dodona’s Grove, or the vocall forrest.(fig 11) The fowell

Daodona’s grove, in James Howell,
Oxford educated Howell was a man-of-letters, sometime diplomat e S

and parliamentarian, and a §taunch supporter of the Royaliét cause
in the reign of the Stuarts.

Although better known today for his collection of ‘familiar letters’
published in several volumes as &pistolae Ho-elianae (1645-55),
Howell’s ‘Dendrologia takes up the myth of Dodona’s Grove
and transforms the classical ‘vocal forest’ into an elaborate and
theatrical conceit in which various tree species represent the
principal nations of Europe, their monarchs and ariétocrats.
Howell’s overt royali§t sympathies are played out in the narrative
in which the oak $tands for the English throne, the vine for
France, the willow for Spain and so forth.



There is 2 goodly Forved, Druina (England) by name, anciently
calied the U0'bite Forrelt, wheredn the royail Cee rules in
chiefe, and with such a lattrnde of powes, that Hee ftvetcheth
Jorth Bis branches to the Sea, and bis boughes unto the
great Ripers™

Howell's aliegory gains momentum in the reading but requires conftant
reference to a glossary to determine the real personalities, heroes
and villains implicated in the drama. Howell was imprisoned for
a term of eight years during the Civil Wayr, presumably for his
royali$t sympathies. After his release, and with the restoration
of the monarchy in England in 1660, Howell was eventually
rewarded for his loyalty, and for his literary achievements, with
his appointmenc as Historiographer Royal. Howell's engraved
portrait appears within a medallion as the frontispiece to his
Epiftolue Ho-eltanae (fig 14)

The antiquarian imagination, however, has no franchise on the fanciful
notion of a deep, even personal empathy with trees. For example,
Peter Carey’s “Bss involves Harry Joy's tree planting. Italo Calvino
wrate The baron in the trees, while John Fowles, in The tree, laments
our growing alienation from nature and speaks warmly of such
places of pilgrimage as Gilbert White’s Selborne, Richard Jefferies
Coate Farm, and Henry Thoreau’s Walden Pond, describing them

1
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James Howelt 059.0-1866) as shrines for lovers of nature and, by extension, of trees, Fowles
mentions old myth and folklore concerning the ‘idea of the man
in the trees’ suggesting that ‘In all his manifeétations, as dryad,
as §tag-headed Herne, as outlaw, he possesses the characterigtic
of elusiveness, a power of ‘melting’ into trees.”

Turning from the elusive and étag-headed Herne, we conclude this part of
the essay with another shore passage from Oliver Wendell Holmes,
a passage, admittedly, that is closer in spirit to White and Jeffertes
than it is to Fowles,

o mny friends, L shatl speak of trees as we see them... in the felds...
ralking to us with their thowsand whispering tongues,
tocking down on us with that sweet meekness which belong:
to buge, but fimited organisms”



VERY REVEREND
VEGETABLES

In aged majesty a mighty Oak
Towers oer the subject trees, itself a grove.

Ovid (43BCE-17e4D)

It is a little chaos of mountains and precipices; mountains, it is true, that
do not ascend much above the clouds, nor are the declivities quite
so amazing as ‘Dover (Jiff... both vale and bill are covered with
most venerable beeches, and other very reverend vegetables, that,
like most other ancient people, are always dreaming out their old
Stories to the wind.

Thomas Gray (1716-1771)

FIG 15

Bernbarn Beeches,

r9th century, oil on canvas,
Geelong Gallery
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All cultures revere ancient and notable trees. Trees that bear ‘silent
witness (to) the successive generations of man’ are thought
notable for different reasons. Certain trees are revered for their
association with important events that have shaped a nation.
Others have a connection with pioneering enterprise. Trees
marked civic boundaries, or the extent of private property, or
served more generally as landmarks in a community. Many an
‘explorer’s tree’ bears testimony to its passing acquaintance
with events of hi§torical importance, its trunk blazed with
weather-worn initials, crude symbols or the familiar abbreviated
inscription. The so-called ‘Dig tree’, an old coolabah at Cooper’s

FIG 16

“The Dig Tree’, Fore Wills, Creek in central Auétralia, is the archetype of such a tree, and has
Bourke {sic] & Wills'de : ; ;
Co:;cr':g:c:k. i goige become a poignant emblem for the hapless journey of exploration

National Library of AuStralia undertaken by Burke and Wills and their comrades in 1860. (fig 16)

Trees are famous also as exemplary specimens of their kind, or on account
of their great size and age. Others §till have entered the realm of
literary legend as with the ‘venerable beeches’ described by the
poet Thomas Gray in a letter to Horace Walpole; and in the case
of a ‘vadt oak’, the demise of which the naturalist Gilbert White
describes in The natural bistory and antiquities of Selborne (1789).

In the centre of the village... is @ square piece of ground surrounded
by houses... In the midst of this spot §tood, in old times, a
vast oak, with short squat body, and buge borizontal arms
extending almost to the extremity of the area. This venerable
tree... was the delight of old and young, and a place of much
resort in summer evenings... Long might it have §tood,
bad not the amazing tempest in 1703 overturned it at
once, to the infinite regret of the inbabitants, and the vicar,
who bestowed several pounds in setting it in its place again;
but all his care could not avail; the tree sprouted for a time,
then withered and died.*

Noble trees like White’s oak and Gray’s beeches, were popular subjects
for photographers in the mid-nineteenth century and especially
if they exemplified ‘picturesque’ ideals in terms of ‘form, lightness,
and a proper balance’. Shattered oaks and elms, heroic remnants
of once mighty trees, were popular subjects long before
photographers took an interest in their bulbous trunks and
contorted limbs as William Gilpin’s commentary on the
‘species of beauty’ known as ‘picturesque’ confirms.

These splendid remnants of decaying grandeur speak to the
imagination in a Style of eloquence, which the Stripling
cannot reach; they record the bistory of some Storm, some
blast of lighining, or other great event, which transfers
its great ideas to the landscape; and in the representation
of elevated subjects assists the sublime.”

Here is Gilpin, once more, on derelict trees.

‘What is more beautiful, for instance, on a rugged foreground, than
an old tree with a hollow trunk? or one with a dead arm, a
drooping bough or a dying branch?... From the withered top
also great use, and beauty may result in the composition of a
landscape; when we wish to break the regularity of some
continued line, which we would not entirely bhide.*+

Much later, in America, and in sympathy with the poetry of Robert Lowell
(1819-91), painters and photographers focussed on ‘picturesque’
trees as subjects for romantic and spiritually charged imagery.
Lowell himself wrote in support of the photographer and painter
‘William J. Stillman who had been criticised for his choice of old
and craggy trees as subjects.

FIG 17

Thomas Baines, The Boadab [sic] tree,
c1873-1876, hand-coloured engraving,
from Edwin Carton Booth, eAuffralia,
London, Virtue & Co., 1873-1876



Is there not 2 difference cven in daguerveatypes in juvour of the man who
i5 enough of an wriiit to chovse the right moment and poini of view?
cAud even were ibe drec trunk g deformed one, were it ever so ugly,
ris-shapen, warty, scrafulous, cavious, what you will, it iz ose of the
crrious prychelogical facis that it is not yet unpieasing =

Narrative and pictorial records of famous trees also have a tradition
of their owmn. Undoubtedly, the moét celebrated higtorical
account of specific trees — as opposed to general accounts of
the characteristics of trees, their ditribution and the uses of their
timber — is Siva ~ or a discourse on forest trees (1604) by John Evelyn.

Evelyn is beét remembered teday for the diary he wrote from 1641 until
shortly before his death in 1705. Evelyn’s famous contemporary,
Samuel Pepys, considered hini to be ‘a moét excellent person...

a man so much above others.” The §#/2 ran to eleven editions.
The later editions were expanded and annotated by a Dr. A.
Hunter, of York, and contain many superb engraved sllustrations.

Flo rd
Bieralhze Beeplrer,

A century after Evelyn’s death, his §ifva inspired a natural successor sath century; photagraph.
in the lavish volume of prints of famous British trees published Courtesy F:ﬁ:t:; ':fl:,\l:::z
by the artist Jacob George Strutt, an acquaintance, so it seems,
of the painter John Conftable. Strutt’s Syfva Britannica, or portraits
of forest trees notable for their antiquity, magnitude and beauty was first
published in 1826, (fig 2) The ctchings of trees are accompanied by
various annotations, measurements of the height and girth of the
trees, information about their locations, and details of ownership
of the land on which the trees ftood. Stute’s account refers to
several trees named by Evelyn and deals, in sequence, wich oaks,
elms, beeches and each of the principal species found in Britain.

Strutt writes in his introdudtion:

eAmong el the varied produdtions with which najure bas adorned the
surface of the earth, none awakens our syuparhies, or iniereffs onr
1mggination, so owesfully as those venerable frees which seem fo
bave ftoad the lapse of ages — silent witnesses of the successive
gemerations of mas, to whoese deftiny they bear so toucking a
resernblance, althe in their budding, their prime, and thedr decay™

Strutt’s &tyle of documenting a selection of much-admired trees
anticipates the general formar of a number of modern titles,
including two popular photographic essays by the Irish writer
Thomas Pakenham. Intereftingly, Pakenham portrays a few
surviving trees, or in some cases the shattered remains of them,
that featured in Struct’s Syfve. Similarly, che ftory of America’s
gigantic coast redwoods and giant sequoias has often been told,
while other publications are devored 1o the ‘champion’ erees of
specific American tates.

One example is The bistoric trees of cMassachuserts (1919) that features
photographs of some forty trees and groves of renown in the $tate.
One hazy, sepia-tinted photograph shows the sorry remnane of the
famous Cambridge elm under which George Washington “Stepped
forward a few paces, made some appropriate remarks, drew his
sword and formally assumed the command of the (revolutionary)
army.”*” Previously documented as being nearly 100 feet in height,
with a spread of branches of some go feet, the efm had heen part
of a forest that once covered the locality in which it $tood. (fig 19)

As founder of a worldwide orgarisation known as The Men of the Trees,
the British-born forester and writer, Richard St Barbe Baker, is the
author of several books dealing with notable trees in his homeland,

[ETERT]
The Wlaclinmpan B at { Gambridae.

in Africa, the Middle Eaét, Australia, New Zealand and Canada. in James Bagmand Stnmnns,

Fhe fifforic trees qf S farsabuserrs, 1914

Writing after the Second World War, St. Barbe Baker's étyle is
proselytizing but engaging. He links patriotism with planting,
favours the dramatic monologue as his writing $tyle, and is keen
on ‘adventures in silviculture’. Ultimately, however, we recognise
St. Barbe Baker as an effective crusader for global &trategies to
prevent further loss of the world’s ‘tree heritage’ believing, as his
Men of the Trees do, that ‘the aét of planting (a) tree, which in
itself is a pradtical deed, is also a symbol of a far-rcaching idcal.” #
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SYLVA AUSTRALITA

Beginning with the gullies of the Dandenong ranges, near
Melbourne, the traveller can proceed from fairy scene to
Jairy scene along the coast to far-away (arpentaria and
Papua, the vegetation preserving its identity, and yet slowly
changing from a sub-tropical to a tropical character.

H. Willoughby, eAustralian Pictures (1866)

FIG 20
R. Godfrey Rivers,
Under the jacaranda, 1903,
oil on canvas,
Queensland Art Gallery,
Purchased 1963



In eAspects of nature (1808), the German naturali§t Alexander von Humboldt
(1769-1859) asserts that tropical landscapes represent the most
noble state in nature, a belief inspired by extensive travel in South
America and fir§t-hand experience of the great rainforeéts of that
continent. The celebrated baron never set foot in Auétralia, but his
philosophy would have been known to a number of Australian
colonial artists such as Augustus Earle (1793-1839) and Conrad
Martens (1801-1878), both of whom favoured landscape subjects
of a lush, sub-tropical persuasion.

In similar vein, Eugene von Guérard’s Ferntree Gully, Dandenong Ranges
(1867) (fig 21) depicts a luminous glade of tree ferns, towering
specimens whose fibrous trunks sway slowly in the mountain air,
their fronds fanned out against a light blue sky. The trunks of dead
tree ferns lie across the fore§t floor. No human figures are present
to suggest the scale of the trees, but we have an impression
nonetheless of large ferns beneath an imposing eucalypt whose
arched trunk frames the left side of the composition.

In the eyes of Australia’s earlie§t European observers, the country’s
flora, like its fauna, was quite unlike the flora of any other place.
Opinions on Australian trees ranged spectacularly from those that
dismissed the local landscape as barren or uninspiring — and gum

FIG 33

trees as somehow deficient in form and dignity compared with Eugene von Guérard,

_ Ferntree Gully, Dandenong Ranges
European trees — to others that saw great beauty and character peaichi\pley e des 8
in native trees and regional topography. In the Australian classic chalk lichograph, Geelong Gallery

Robbery under arms (1888), Rolf Boldrewood writes about the ‘big
timber’ country of Gippsland comprising $tringy-bark foreéts of
a ‘darksome (and) gloomy’ aspect, but negative attitudes to the
landscape became increasingly rare as the century progressed.

By the end of the nineteenth century, the ‘idiosyncratic’ gum tree —
and especially trees of monumental scale — were recognized as
effective symbols of the spirit of the land and its people. The
Australian landscape archetype was a painting by Hans Heysen,
a golden viéta framed by a group of heavy-limbed eucalypts —
massive, ancient and heroic — seen from a low viewpoint against
a dramatic sky. These landscapes were unmistakably Australian,
emphatically grand and expressive of a sense of hard-won rural
prosperity, combined with a sense of national identity and self-
assurance. In contrast to the masculine §turdiness of Heysen’s
trees, the Sydney arti§t and writer Alfred Daplyn thought that
few trees were ‘so graceful in form and of such variety (as the)
everlasting gum tree’.

From the firét tentative efforts at representing the Australian landscape
— executed mostly by topographical artists and the scientifically-
minded amateurs accompanying the early voyages of exploration
— it required several generations of colonial artits to contend
with European preconceptions and pictorial conventions before
artists came to fully underétand Australian flora and to represent
Australian trees and plants with any degree of accuracy. If the
early topographical artists tackled the unfamiliar appearance
of Australian flora with varying degrees of success, the English
émigré painter John Glover (1767-1849) made a concerted and
conspicuously successful attempt to represent the Australian
landscape as altogether different to the classical vi$tas he had
painted back in England — altogether different but no less
splendid and majestic in prospect.

Bernard Smith describes Glover in Australia as a painter ‘divesting
himself of certain §tyli§tic mannerisms’ associated with his earlier
English landscapes. In Tasmania, Glover made a number of pencil

FIG 22

Studies of trees that reveal an artist in search of botanical accuracy John Kauffmann, The glory of the bucsh,
above pictorial effect. Smith records a note written by Glover of SateI9a; carban pixagrarh,
Collection Warwick Reeder

his Australian experience, in which he acknowledges that “There
is a remarkable peculiarity in the Trees in this Country; however
numerous they rarely prevent you tracing through them the whole
distant country.’3°



A deep appreciation and love of this ‘remarkable peculiaricy’ informs the
landscape paincings of every generation of Australian artiéts since
Glover. Without hesitation, we think in chis respect of the linear
elegance of saplings in the landscapes of Roberts, Conder, Streeton
and others in their circle; of Fleysen’s mighty trunks and the wistful
trees in a pastoral reverie by Sidney Long; Namatjira’s ghost gums;
old figs drawn by Lioyd Rees; inky-blue Sydney trees in prints by
Whiteley; William Robinson’s vortex of rainforest trees; while
finalty we recall che dabs and knots of paint that coalesce as trees
in landscapes by Fred Williams.

Images of Australian nasive irees and fore$t scenery are prominent in the
work of early Australian photographers including, moét notably,
Nicholas Caire {1817-1018), J.W. Lindt (18435-1926), and John
Kauffmann (1864-1942). While the ‘tree portraits’ of Caire and
Lindt are distinguished by sharply focussed and closely detailed
compositions, Kaufmann's photographs of lone, wind-swept trees,
in comparison, are impressionitic, moody, and sugpestive of 2
more ‘painterly’ conception of their subjeét,

A celebrated photograph by Harold Cazneaux (1878-1953), The spirit of
endurance, (fig 23) shows an heroic gum in the Flinders Ranges,
its roots exposcd over time by incessant winds, but holding firm
in the thin desert sand — a symbol of fortitude and resilience. The
gum 1s presented in an attitude of high drama, its noble bearing
and forceful profile ftrangely reminiscent of Delacroix’s symbolic
female figure of (fberty leading the peaple. Indeed, in The sperit of
endurance Cazneaux evokes thosc attributes identificd by the art
critic Sidney Dickinson when he suggeéted to Audtralian artists

. that they ‘make the gum-tree what it really is, the type and symbol

HIG 33 o of Auftralian vegetation.'

Vacold Cazocaus, The Soai of Endurance,

1937, pebmio-silver phatograph,

Are Caallery wf South Aufkrabia, Adelaide,
Sowtly Aueflealian Soverument Grang igyd




SYLVA VICTORIA

Fiz 24

John Gollings, Sopenrtice Tree.
Royat! Bosenic Gemdorrs, S elbowrn,
zaoy, archival pigmenr inkjer
phutograph, Creelong Lrallery

2t



On 26 January, 1853, writing on behalf of Lieutenant Gavernor Charles

LaTrobe - only recently appointed as administrator of the newly
‘separated’ colony of Victoria — the Colonial Secretary, Wiliiam
Londsdale, sent the following advice to the young (zerman
hotanist, Ferdinand Mueller.

I bavg the boner by dirediion of the {Jeut Gouvr ts inform you that
3405 Excelloncy bay been pleased to confey upon vou the
appvinirend of Governmeni BotensSt wt ¢ Salary of Four
Hundved poends per ammia from iis dage.

Fit 27

Ferdinand von MuocHer (1825-t#o8),
cr878 1884, phatograph Dy L3 Lindy,
La Jrobe Piehure Cottedtion State
Litsrary of ¥ictoria

Thus began a remarkable scientific and public career that lasted almo$t

to the end of the century, and indeed right up to the time of
Mueller’s deatk on 10 October, 1896, Mueller’s research into
Auétralian flora, and that of che §tate of Victoria in particular, led
to his becoming the mo#t influential boraniét active in Audtratia
during the late colonial period. Having travelled to Australia in
1847 in the company of his two surviving sisters, Bertha and Clara,
Mueller came primarily in search of a climate that would be more
conducive to Bertha’s health than that of their homeland. Bertha
had shown signs of tubesculoss, the disease that had claimed the
lives of their parents as well as another sister. Initially, Mueller did
not pian to remain long in Audtralia, but he did so, and during the
course of the next four decades forged an international reputation
with his scientific research on Augtralian flora. He gained
recognition also as explorer, geographer, and director of the
Botanic Gardens in Melbourne from his appointment in 1847
until his concroversial removal from the post in 1873,

Mueller’s lifelong work on the identification and classification of flora,

includes the seminal work Eucafyptographica (1879-84). Mueller made
a close $tudy of the rallest of Auétralia’s trees, the mountain ash, and
was responsible for naming and classifying this species as Sucalyptus
regnans. Keenly involved with efforts in the 1880s to locate any giant
specimens of mountain ash that had survived the axe of ‘paling
splitters’ seeking the talledt and Straighteét timber they could find,
Mueller makes a pointed refercnce to these ‘monarchs’ of the forest
in his Second census of e Australian plants (1870).

Fhis species or vardsty, which might be culled 8uc reguas, represents
the loftios? tree in the Brivish territory, and ranks next tu the
oeqtaia Wellingtonia 2 size awywhere on the plobe,

Iz

When, in 1893, a party including the photographer J'W. Lindt, arrived at

their destination in a fore$t near Healesville in Vi€toria, and $tood
admiring the colossal mountain ash that was the goal of their
mission, they realised that their distinguished companion, Baren
Ferdinand von Mueller, had ‘wandered off on his own private
botanical excursion and was not present to witness the occasion’
— the occasion was a re-naming of the giant mountain ash as the
‘Mueller tree’ #

Sadly, the talle§t of these giant mountain ash trees had already been cut

down by the time parties of surveyors and photographers set out
in the closing years of the nineteenth century in search of erees

of record height — trees, for that matter, that had long been
‘witness to the successive generations of man’, that is, to successive
generations of the original, indigenous owners of the land.

Along the banks of the Murray River, and in the vicinity of other rivers

and tributaries in southeadtern Auétralia, are ancient river red
gums whose trunks are marked with long, welt-like scars that
tcstify to the fad, as Robert Edwards writes ineAboriginal bark
canves of the Murray Ualley (1972), that these trees, living or dead,
are the ‘sole remnants of an important traditional industry of the
hunter-gatherers who foraged the Autralian landseape for many
thousands of years before the arrival of Europcans.”®

These are the ‘scar trees’ from which indigenous people cut sections

of bark to make shelters, canoes and smaller vessels for use as
containers. Such trees are found also along the course of the
Yarra River, moét notably in Richmeond near the Melbourne
Cricket Ground, in Burnley Park, and in Bulleen where an



example may be seen in the grounds of Heide, the former home of
art patrons John and Sunday Reed.

. Other trees of significance in respect of indigenous culture, are the so-
called ‘Corroboree trees’. (fig 47) These trees, invariably large and
distinctive specimens in the landscape, mark clan meeting places
that served also as sites of the dramatic dance and feétivity that is
depicted in a well-known painting by colonial artiét Joseph Lycett
(1774-1828). This vista shows a corroboree at Newcastle in New
South Wales where lines of men with traditional body markings
are performing the dance, their forms dwasfed by the moonlit
limbs of old trees.

A rather different if no less spirited celebration took place in Melbourne,
on 15 November 1850, a few days after news had been received from
Londen that Queen Victoria had given approval for the Port Phillip
District to officially ‘separate’ from the colony of New South Walcs
and be known henceforth as Viétoria, The new colony was not
formally proclaimed until 1 July 1851, when a crowd of joyous citizens
gathered ar the Botanic Gardens under an old red gum to cclebrate
Viétoria’s new $tarus as a colony in its own right. The tree survives
today and is one of the olde$t in Mclbourne’s Royal Botanic Gardens.
An carly 20th-century photograph (fig 26) shows the ‘Separation
tree’ skirted closely by an asphalt drive, and towering over a small,
rudtic pavilion. Taken at dusk, John Gollings’ photograph of the tree
as it appears today (fig 24) is an essay in phosphorescent nobility
The wooden shelter js there $till, faithfully biding ics time like a
diminutive consort at the side of a gracefully aging regent.

Understandably, many of Victoria’s ‘significant’ and best known trees are
found in the §tate’s oldest botanical gardens. Such gardens were
established in major regional cities including Geelong, Baliarat,
Castlemaine and Bendigo, some as early as the 1850s. Having
attained a degree of maruricy by the end of the century, and
offering sunny and leafy spectacies of lawn and tree, spotted
with visitors in leisurely atcicudes, these gardens had hecome,
like their counterparts in other §tates, (fig 20) popular subjects
for professional and amateur artists alike. Rupert Bunny’s paintings
of the lawns and ornamental lakes of Melbourne’s Botanic Gardens
are the best known examples of the kind.

Many regional gardens benefited from the support of Ferdinand von
Mueller in terms of advice and the supply of seeds and plants.
Mueller’s legacy extends throughout the tate in public as well as
large private gardens. In the Royal Botanic Gardens in Melbourne,
among$t numeraus significant trees, are trees associated with the
garden’s firét directors, John Arthur, Mueller, and William Guilfoyle.

Often cited as ‘the fine$t tree in the gardens’, a New South Wales coast
cypress pine, ((allitris columellaris) has a billowing texture noted
by Frank Clarke, author of a 19205 guidebook to the gardens, as
being reminiscent of a “Wilton carpet’. For Clarke, and many
writers since have shared his opinion, the ‘eye and mind come back
with a sense of reét to the velvet black pile of a pine.’ The Gollings
photograph (fig 27} of the same tree shows it to be scarcely changed
in profile compared with its image in Clarke’s carlier guide. Scen
in silhouette againdt the surface of the ornamental lake, its dark
Wiltonian profile is broken only by the intrusion of a neon sign,

a Melbourne landmark of a different kind, barcly visible in the
distance, the subdle$t infle€tion of an otherwise Arcadian prospedt.

Eétablishcd in 1857 and laid out in che newly fashionable ‘landscape’
Style by the founding curator, an Englishman named Daniel Bunce,
the Botanic Gardens in Geelong also have a number of rare and
remarkable trees including, most spectacularly, a large Ginkge
biloba, allegedly the oldest and largest of its kind in Viftoria and
possibly in Auétralia. With its protuberant, Bernard Rackham-like
trunk, the sculptural character of the cree is clearly expressed
in another John Gollings photograph (fig 30). The southera.
boundary of Geelong’s gardens is marked by a row of antediluvian
native pines, the eAraucaria bidwillii or Bunya pines. (fig 20) Similar
trees are found in the botanic gardens at Ballarat,

PIG 24
Jepararon Tree.
19th century; photograph
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Although the smallest of Auftralia’s mainland $tates, the topography
of Viftoria is notably varied with the great foreéts of the Otway
Ranges and in Eaét Gippsland, the alpine environment of the far
north-east, and extensive scrub and farmland spreading across
much of the remainder of the State. Eager to record the most
dramatic aspects of this landscape, a number of colonial painters,
as elsewhere in Australia, traveled widely in quest of dramatic viftas
and ‘definitive’ views. William Ford’s Piewic party at Hanging Rock,
Mt SMacedon (1875) (fig 32) is such an image, showing a popular
touri$t deétination — and a sacred site of the Wurundjeri people —
a massive outcrop of volcanic rock, an unmistakable feature in an
otherwise flat plain. Tim Jones’ wood engraving (fig 33) is inspired
by the artiét’s experience of the site as it is today*

Early Au$tralian illu§trated newspapers often show images of giant trees

w28 N . . . . .

Fetling v ghan gure tree i the renges, (lerail alongside §tories of their felling. A similar accovnt by a visitor from
1860, wood engraving, in finrated . :

oAuitratian §Nigas, 3 February 1860, England, a Reverr:nd Arthu.r Palehampton, WOI“k!I"ig l"us way around
L2 Trobe Pictuce Colles]ion Stare southern Auftralia, determined to ‘make a go’ of life in plainly

Labrary of Vittoria unfamiliar surroundings, tells of the task of timber cutting.
The bavec whick vogn ong man only cen muke in o very short ting

int the Bush, with bis axe, is notiveadle. The fored all vound

iy font —~— which ai 1be vime of mry commencing wood-

custing, {noked ratber ithe o well-timbered English paré —

1S wow comparatively bare of timber and bleak-tooking

indeed, “Vifforia wilf become an wnintereifing-lvoking

cossmiry when the charadtersSt beauty of its flat surface

£35 forel? scenery, bas beon swept away; and this must be

the cuse al no very distant date .5

Thus, a growing realisation of the precariousness of Victoria's surviving
forefts is sensed not only in serious and scholarly publications such
as those by Ferdinand von Mueller, but it is there also in popular
‘recolle@tions’ of visiting journali§ts and aunthors, professional
itinerants who published accouats of their travels throughout che
Antipodes. While the Reverend Polebampton speaks for Victoria
as a whole, the prominent writer, Wiktliam Westgarth, refers to the
environment of Melbourne, and specifically of Batman’s TTill

..o dear old friend.. had passed away with o many others, and
that was pre1ry groew grassy Batman’s FHill, in the fur weit
of the city, with is open wood of She-oaks’, whese wiry
green foliage moaned its curious doloful nute in the breeze.
These now rarc troes were with difficulyy provected by
eMr Lg Frobe from the firewood thieves, sver on the alert
For spoil when wood and coal alike bad begun to rise fu price
upon the growing lowns

Indeed, over thirty years previously, Governor La Trobe had himself
sketched the remains of an old tree in the yard of the original
St Paul’s Church in Melbourne, shortly before it was cut down on
21 April 1854. An annotation in La Trobe's hand on the sheet States
that it was ‘the last butr of the old Forest of Melbourne’ s
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FIG 32
William Ford, Picnic at Hanging Rock,
eMount cMacedon, 1875, oil on canvas,
MNational Gallery of Victoria, Melbourne.
Purchased 1950
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EMBLEMS OF
GRANDEUR

The time-worn gums shadowing the melancholy water tinged with
the light of fast-dying day seem fit emblems of ihe deparied
grandeur of the wilderness....

Marcus Clarke (1875) 3

FIG 34

Louis Buvelor, Wiaterpool near (Joleraine, sunset, 1869,
oil on canvas, National Gallery of Victoria,
Melbourne, Purchased 1870



In 1875, the Trustees of the Melbourne Public Library and Museum of
Art issued a new publication with photographic reproduions of
selected paintings in their collection. The noveli§t and journalit,
Marcus Clarke, who was then Secretary to the Trustees, wrote
commentaries to accompany the reproductions. Among the
teatured works was Louis Buvelot’s Waterpool near (Joleraine, sunset
(1869) (fig 34), the best known of several versions of the subject
inspired by the artist’s visit to Coleraine in 1867.

This visit was Buvelot’s firét experience of the prosperous pastoral
district of western Victoria, a region that is sometimes described
as the ‘garden of Victoria’. By all accounts, the visit was happy
and productive. Buvelot spent several weeks at Coleraine and
was drawn in particular to the site of this painting — an otherwise
unprepossessing duck pond overshadowed by a cluster of three
massive river red gums (Eucalyptus camaldulensis). The location is
just west of Coleraine township near an old watercourse known :
as Bryans Creek. The artist is recorded as saying that he had a A _ =
great affection for the site, going there daily to scrutinize the scene T s e W(’" »
and ‘learn it’. He made both pencil (fig 35) and oil sketches of the
waterpool with its ragged, oak-like gums, observing the spectacle s Bt Rlipondi o Sblinn 0,
at different times of day and at twilight. pencil on paper, 21.0 X 42.4 cm (sight),

The University of Melbourne Art Colleétion.
Gift of Dr Samuel Arthur Ewing 1938

The arti§t Thomas Carrington later recalled how an acquaintance of
Buvelot’s had described the arti§t’s method of developing plein air
Studies into full-scale compositions such as Waterpool near
(Joleraine, sunset and a similar painting at the Warrnambool Art
Gallery. (fig 36) In both compositions, Buvelot endows a typical
rural scene with a heightened dignity and pictorial formality. A
turn-of-the-century photograph of the site shows that Buvelot has
been faithful to the rudiments of the scene while, in composition
and mood, ‘Waterpool near (Joleraine, sunset remains somehow
Claudean in prospe, serene and timeless.

The eArgus newspaper of 5 June, 1888 printed Thomas Carrington’s
reminiscence.

one who knew (Buvelot) very well... (spoke of) days of encampment
by lonely patches of ti-tree scrub, noting the varieties of form, and
the changes of colour under changing light... e And when be bad
looked long in the bush and made his many sketches, and taken all
the impressions be thought it possible to remember and reproduce,
be would go home to bis work-room.

With the Coleraine pictures, this routine of ‘going home to the work-room’
produced a veritable coup de théatre in the sunset version of Wterpool.
By the time Marcus Clarke came to write his commentary, the
painting was already acknowledged as a masterpiece of Australian
art. Clarke refers to Buvelot’s aged trees as emblems of a ‘departed
grandeur of the wilderness’, noble survivors of a time when the
primordial splendour of the landscape was unchanged by the
agricultural incursions of European settlement. Nonetheless,
given the iconic nature of Buvelot’s painting — a seminal work
of the Australian imagination — it is reasonable to acknowledge
the arti§t’s massive red gums as ‘fitting emblems’, rather, of the
‘enduring grandeur’ of the Auétralian landscape and flora, and
as a testament to the power of landscape imagery as an expression
of the spirit of an age and of national identity.

With their muted gray-green palette and dappled brushwork, Buvelot’s

FIG 30

tranquil and poetic landscapes are often said to reflect the influence Louis Buvelot, Wterpool near Colerain,
% - . . 1874, oil on canvas, Warrnambool Art
of the Barbizon School. Human activity in Buvelot’s landscapes is Gallery, Purchased 1889

often absent or else marginal, unhurried and even lackadaisical.
Only the $tage coach that corners a bend in Buvelot’s O the
Woods Point Road (1872) (fig 37) introduces a note of mild urgency,
but even here the pace is unremarkable — and considering the
condition of the road, how could it be otherwise — while two
horsemen following the coach are dwarfed by large trees, and
seem as oblivious to §tress as Corot’s boatmen or Daubigny’s

farm labourers.

Here is William Westgarth’s impression of this same landscape seen on
the road to Woods Point in Gippsland. '
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Our road continued on to Wood’s Point... a place famous for
gold-digging ‘rushes’ some years ago... Where we pulled
up to return, in a great valley full of tree-ferns as well as
great tall gum trees, there were two large specimens of the
latter, one being thirty-six feet, the other about sixty feet,
in circumference.... One has usually no conception of the
actual size of such trees till getting close up to them”

As with On the Woods Point Road, aspects of Buvelot’s Waterpool near
(oleraine, sunset recall the classical tradition of pastoral landscape
painting. In the latter image, the artist records the characteristic
features and atmosphere of this typical Australian rural vista. The
pond is glassy in its refleCtive tillness. All is quiet except perhaps
for the buzzing of inse¢ts and the sound of ducks. The landscape
is suffused with the glow of the setting sun. An axe, abandoned by
a farmer at the end of his day’s labour, reéts againét the rotting log
at the edge of the pool, an allusion to the fact that this is not, after
all, an ageless Arcadian prospect, but a real place of disinterested

contemporary toil.
Louts Buvelot, On the eloods Point Rogd, At the time of the 1872 Victorian Exhibition, the catalogue for the event
1hya;gal - careas, Geelong Gatlery gave credit to Buvelot, in effe, for having acclimatized the local

populace to the admirable and ditinctive features of native trees,
and for demonétrating that native trees were indeed subjects
worthy of artistic contemplation:

(Buvelot was) the first to reveal to us the special picturesqueness,
and the wonderful variety of form and colour presented by
the commonly-despised trees of e Australia, and to show that,
whether in isolation or in combination, these ragged and
rugged members of the eucalyptus family are no less beautiful
than the more symmetrical and umbrageous elm, oak, beech
and birch of the mother country+

Comparing Buvelot’s various sketches of the Coleraine water-pool with
photographs of the site, we get a sense of the artist’s pictorial
adjustments to the topography of the scene before him. This
process involves subtle alterations to the inter-relationship of
the trees around the pool, to the height and profile of the hills
along the horizon and to the ragged extent of the gums —
great silhouettes of trees that take their place among the most
memorable representations of native trees in Au$tralian art. In
his book &ucalyptus (1998), Murray Bail describes ‘the voluminous
mop-like canopy’ of river red gums, and speaks of their ‘massive
individual squatness’, calling them ‘ancient, $tained and warty
(and with) a grandfatherly aspet’ that reveals ‘a long life of

FIG 38 . . . ]

John Perceval, Tivo gums — homage to Buvelot, incidents, seasons, §tories.”

1960, oil on compesition board, . ” .
Ballarat Fine Art Gallery, Gift of the ANZ Bank 1960. The ‘squat and massive’ gums in the various Waterpool near (Joleraine

Reproduced with permission Celia Perceval

compositions are indeed ancestral in character. Such images were

a §trong influence on the photographer and painter H.J. Johnstone,
and they inspired later interpretations of the subject including,
notably, John Perceval’s expressionistic tribute in the collection

of the Ballarat Fine Art Gallery. (fig 38) The site of Buvelot’s
waterpool is rather different now — as a recent photograph

by John Gollings reveals (fig 39) — and fairly tests the limits of
William Gilpin’s recommendation that old, gnarled or ‘blasted’
trees, and even their §tunted remnants, are perfect expressions

of the ‘picturesque’ ideal.

The blasted tree bas often a fine effect both in natural and in
artificial landscape. In some scenes it is almost essential #

Today, two of Buvelot’s once mighty gums are reduced to heroic Stumps
of weathered timber. In the Gollings photograph, they §tand like
Druid §tones in the ethereal half-light of evening. The pool itself
shows the effects of several dry seasons, but still the scene is
tranquil and charged with a sense of ‘spirit of place’ as it must have
been during those weeks in 1867, when Mr. Buvelot from Morges
in Switzerland, and trained in Paris, came with his easel and paints
and lovingly sketched and ‘learned’ these quintessential Australian
trees, so it seems, by heart. d



FIG 39
John Gollings,
Whaterpool near (Joleraine, sunset,
2003, photograph,

Geelong Gallery
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FOREST GIANTS

e At our furthest in this Fernshaw divection, the entire scene was of
Hill and dale covered everywhere with foreft, smostly of the
Various gum trees, smany of them of great size and beight,

William Webtgarth (1889} #
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Although suitably impressed on firét seeing Victoria’s giant mountain

ash trees, the English writer William Weétgarth’s account of his
experience was muted in comparison wich other early reports of
‘forest giants’ glimpsed by the first Europeans who ventured into
the depths of Victorian and Tasmanian fore$ts. The colossal scale
of the mountain ash and other native trees in south-eastern
Australia, and of the towering karri trees in Western Anétralia,
frequently provoked extravagant accounts that were closer in spirit
— if not in the same serene language — to Walt Whitman’s hymn
of praise to America’s giant trees, the redwoods of California,
whose felling is lamented in Soug of the redwood tree, a poem

trom Whitman's famous Leaves of grass, first published in 1855.

aAlong the northern coast,

Fst back from the rock-bound shore and the caves,
In the saline air from the sea in the Mendocino country,

CWith the surge for base and accorpuniment low and boarse,
Colith cruckiing Blows of axes sounding musically driven by Srong ari,
Riven deep by the sharp tongues of the axes, theve in the red-wond

forest dense,

Fheard the mighty tree its death-chant chaniing.

Whirman'’s lament for the felling of these giant trees, his ‘majeétic

Caire,

brathers’, is echoed frequently in Augtralian commentaries
informed by a passionate concern for the natural environment.
The lament is refleéted also in works by various Augtralian colonial
and impressionist landscape painters, of whom Arthur Streeton is
arguably the most notable for his explicit opposition o excessive
felling in Victoria’s old-growth foreéls, especially in the Dandenongs
where Streeton spent much time. Photographers likewise expressed
the same concern for the loss of old Auétralian forest trees and for
the conservation of surviving §tands of old trees. Nicholas Caire
and J.W. Lindr were prominent in this respeét.

in particular, photegraphed individual trecs of significance, (fig 40)
as well as scenes of ruthlessly logged foredts that are §treven wich
the splintered remnants, like corpscs, of once-mighty trees.

Even more confronting are Caire’s photographs of individual

dead trees that have beea left Standing in the wasteland of an
otherwise clear-felled hillside. With their sense of eerie §tillness,
silvery ronality and sombre detail, images such as these, to some
extent, are sylvan counterparts to Mathew Brady's unforgettable
photographs of American civil war bactlefields taken in the
aftermath of hotilities. On a more optimistic note, Caire was

also responsible for searching out, measuring, photographing

and occasionally naming various gianc trees that had survived the
axe of timber workers and ‘paling splitters’ who had effetively
logged most of Victoria’s oldest and presumably largest trees by
the 1860s. Interestingly, ehis is the same period in which legistation
was enacted for the protection of the most remarkable §tands of
Whitman's coast redwoods, a time when America’s fir§t national
parks were proclaimed.

While Whitman's Song of the redwood tree may be a tribute to the Californian

frontier’s ‘flashing and golden pageant’, to the pioneering enterprise
of the region at large, and indeed to the manly work of timber
cutters — to ‘the echo of reaméters’ calls and the clinking chains,
and ehe music of choppers’ axes” — but we are conscious,
nonetheless, of the terrible dedtiny of these colossal trees

that had, for many centuries paft, grown undifturbed in ‘their
recesses of forest’,

FI3 41

Juhe Gollings, ¢ eroferce Tree,

S Wit FumdBiom, (Rledbomne, 1003,
archival pigment inkjet
photograph., Geelong Galkery

The falling trunk and timbs, the crash, the muffled shrizk, the groan,
asuch words combined from the redwood-tree, as of voices eciatic,

arcient and rustling

There is a scnse of voices ‘ecstatic’ although not ‘ancient’ — indeed those

of several late 1gth-century bush walkers who have come across
some gtant cucalypts in Victoria’s Dandenong Ranges — in the
magnificent vista of Isaac Whitehead's In the Sassafras Ustiey,
Victoria (1875) (fig 42), 4 painting comparable in manner to the
dramatic foredt scenes painted by the American artidts Asher
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Brown Durand and Albert Bier§tadt. Evoking the spirit of
Alexander von Humboldt, Whitehead’s In the Sassafras ‘Ualley,
Uictoria is a commanding representation of nature at her moét
majestic, with ancient trees rising from a tangle of lush undergrowth
and soaring above the heads of a band of tiny human interlopers,
one of whom salutes the natural spectacle before him.

Australia’s tall trees — and Victoria’s ‘forest giants’ in particular —
have long been an inspiration for artists and graphic designers.
In Victoria, the tallest of the mountain ash trees were found
in the foreéts of south and weét Gippsland, the Otways, and the
Dandenong Ranges. Tasmania’s Styx Valley is another prominent
home of giant trees.# The French émigré artist Henri Tebbitt
(1852-1926) was one who painted large, salon-§tyle landscapes such
as Old eAustralian giants (c.1900), (fig 43) where §turdy gums $tand
like sentinels againét the violet haze of distant hills. Tebbitt’s
trees rise through a layer of bracken fern that has grown, as
Ron Radford has noted, following the destruction of an old
;sl:a:ix’hi(chead, In the Sassafras Valley, forest on this site.#

Uiitoria, 1875, oil on canvas, . s 5 ¢
Are Gallery of South Autralia, Adelaide, Percy Trompf (1902-64), a prominent Australian graphic artist and

e At e successful designer of travel and other posters in the 1930s, also
created a memorable image of sentinel gums. Trompf’s design
claims these huge eucalypts at Marysville in Gippsland to be
The tallest trees in the British Empire, (fig 44) and illustrates a sunlit
prospect of equestrian bliss. Even the dappled and peeling bark of
these architectural trunks appears ready to teétify to the region’s
bracing air and its exquisite appeal for tourists from near and far.

Such is the apparently colossal height of the trees in Trompf’s and
Tebbitt’s compositions, that the crowns have disappeared
altogether, risen out of sight beyond the top edge of each image.
The precise height of the tallest of Australia’s ‘tall trees’, the
mountain ash, has long been a subject of contentious debate, a
saga that claimed the attention of none other than Ferdinand von
Mueller himself who published a note in SSeaman’s journal of botany
in 1862 concerning the measuring of a fallen tree located in the
Dandenongs, a tree that was reputedly 420 feet in height. Another
report alludes to a tree that was 480 feet in height or, according
to Mueller, ‘as high as the great pyramid.’

Claims such as these were discussed in some detail, and questioned, by
A.D. Hardy of the State Fore$ts Department of Victoria, writing
in departmental reports from about 1910, and in various forestry
journals through the twenties. In discussing the tallest of the
mountain ash trees, Hardy and others refer to the height of the
tallest of America’s redwoods (Sequoia sempervirens) that are
calculated at between 370 feet (the ‘Dyerville Giant’) and 380 feet
(the ‘Eureka tree’), while the most ‘massive’ of American trees —

and the most massive in the world — are the phenomenal ‘big

Henti Tebbice, O1d o Auttalian iant, trees’ (Sequoia-dendron giganteum) that are not as tall as the

sl9coiatayaminy, Cedrngtalley redwoods but have a much greater trunk diameter (traditionally

measured at breaét height), sometimes in excess of 25 feet. The
unsurpassed ‘champion’ of the species is ‘General Sherman’ in

Sequoia National Park in California, while a specimen that

follows closely in the giant $takes is ‘General Grant’, a tree that

is acclaimed as the ‘moét picturesque’ of the group of California’s
foremost ‘big trees’, a group firét identified and measured by

John Muir, America’s pioneer conservationist.

As far as record heights of existing trees in Australia is concerned, a tree
at Wallaby Creek in Victoria — named ‘Mr Jessop’ after a former
chairman of the §tate’s Board of Works who encouraged forestry
research — is thought to be exceeded in height only by a mountain
ash in Tasmania’s Styx Valley, the tallest in Australia at some 9o
metres in height. Gippsland’s ‘Ada tree’, an old mountain ash near
Powelltown, is one of the moét accessible of the surviving ‘giants’,
while the photograph of this tree by John Gollings (fig 47)
indicates the difficulty experienced by all photographers secking
a sufficiently uninterrupted line of vision to the tree through
surrounding dense scrub.



Returning again to William Westgarth’s visit to Australia, a journey
scheduled to coincide with the Melbourne Centennial Exhibition
in 1888, brings us finally to the matter of the international
competition that was announced by the exhibition commissioners,
who offered a generous reward to entrants from all nations, who
were asked to identify, in effect, the world’s tallest tree.# In spite
of the reward, and in spite of the fact that national pride was at
Stake, the competition was never decided conclusively in favour
of either of the two likely contenders — the tallest of California’s
legendary redwoods, and Auétralia’s own Eucalyptus regnans, the
mountain ash or ‘forest giants’ of our title. As we now know from
recent accurate measurements, the mountain ash is the world’s
talle§t hardwood and flowering plant.

The official record of the 1888 Centennial Exhibition noted that the
event provided Australians with ‘An opportunity... of comparing
our mineral, agricultural, pastoral, manufacturing, and artistic
development with that of older and more cultured communities
in Europe, Asia and America’ as well as serving as ‘a useful
landmark in the march of Australian progress’.+’ The tall tree

.. . . . - - G
competition is slightly ironical, then, in the sense that here, Percy Trompt o dusinclia, ¢ talef tres in the
supposedly; is one demonstration of Australian ‘pre-eminence’ — g;;,-;,-,-;, fr”""’-”';ﬁ?; Shix gk
. . f Fercy lromp 1stic rust, Lourtesy
in so far as Australian trees were allegedly taller than those of any Joseph Lebovic Gallery

other continent — and yet the tallest of the mountain ash had
already been logged in the intereéts of another kind of progress of
a plainly mercantile kind. One outcome of the competition is the
album of photographs produced by J.D. Peirce, who set out with a
surveyor named Cunningham to track down the talle§t Victorian
trees they could locate at the time.

The tallest of Peirce’s trees was the ‘New Turkey tree’ on the New Turkey
Spur, near Noojee.(fig 45) A.D. Hardy documents a recollection by
the paling splitter who accompanied Peirce and his party on the
Noojee excursion. The woodsman recalled ‘a perishingly cold night
in the snow; spent walking round a poor fire, in order to be ready
for an early §tart.” Apparently, there was difficulty in getting one
of the party out alive before the work was finished. This meant the
abandonment of further operations in the region where, according
to locals, there were much taller trees although difficult of access.
The ‘New Turkey tree’ was measured at 326 feet, well short of the
elusive goal of 400 feet — suspiciously, this measurement is only
marginally greater than what was then the talleét tree in the world,
a coat redwood.#

But there it is, a plate in Peirce’s album, The giant trees of Uictoria, the
‘New Turkey tree’, its image slightly spectral and washed out
in the light of a mity morning, flanked by the dark foliage of
lesser trees, seemingly unaware of the significance of the occasion
on which its image was being preserved for poéterity as one of
Australia’s legendary ‘forest giants’. Peirce’s endeavour never

FIG 45

identified a tr r 400 feet in height, and he did n J. Duncan Pierce,

_d.a‘ snSEeEfo0 fectin h ght, did not secure i e R

the exhibition commissioners’ prize money. HHeight 3261t rin (NG Tirkey Tree),

Plate 3 in The giant trees of Uictoria, (1890],

In fact, in the official record of the 1888 Centennial Exhibition, the name SnireLibrdry of Yickaris

‘J. D. Peirce’ appears simply in a li§t of exhibitors as ‘Photographer,
Alma Road, St Kilda’, an address in the vicinity of St Kilda’s
famous ‘Corroboree tree’, (fig 41) only a few blocks away near the
St Kilda Junétion. Would that Peirce had seized the moment to
photograph this old eucalypt at that time, a signal tree like many
such trees whose dignified survival in the mid$t of urban
development calls to mind Melbourne poet R.A Simpson’s
sentiment that ‘trees are true’.4
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J Erancan Pierce,

Eaciadypns wolmygileling Fegany,
inrime Tioen Regorne.

Plage 2 00 The

il troes qf"vié‘or.r}z_. [18aa].
Srare Library of Vidhory
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John Coflings,

The adder Troe, Crpprdand, 2003,
archival pigment enkjee
rhocegraph, Geelong Gallery



40

19
a0
ar

ar

23

24
25
26

3
=1

28

9

39
407
41
42
43
44

45

F1
47

48

Alexander Smith, Dhreameborp, with seleitions from Laff Leaves. Oxford University Press
[Worlds Classics series), Uaford, 1914, pa228

Thomas Pakenham, éMeetingr with Remarbable Troes, Weidenfeld & Nicolson, London, 1996, p.d

See Diebra N, Mancoff in association with the Libravy of Congress, {Cnid Rpferes,
Travels in &gypr & the Hofy Lemd, Pomegranace, California, 1o, p.ré-79

Simon Schamta, {grdicepe nd <Memory, Fonrana Press, London, 1996, pig
Maleobmn Elwin, The Suenvial Richard Jofferios, Jonathan Cape, London, 1948, por28

Sec Tim Bonyhady, The (olomeal Earth, Melbourne University Press, Carlton South, zoco,
[H-245%-279

See Vaughan Cornish, Ffteric Thorn Trees in the Britésh Bivs. Country Life Limited. London,
©. 1940, p.8o

See Tom Griftichs, Firests of o, an envirpnmental bistory, Cambridge University Press,
Camhbridge, New York, Port Mefhourne, etc., 2001, p.1g

Sec James Woodlord, The Celoflemd Pine, the Incredible Discovery of a Living Tossil from the
eAge of the ‘Dimosaurs, Texe Publishing, Melbourne, 2000

See John Ruskin, aliaders Pasmters (Vol. ¢), George Alten, Londan, 190z (thind edition), p.81
Galen Clark, Big Trees of {alifornza, their Hilfory and { harafteriflics. 1907 (second edition), p.13
Johu Evelyn, §ifoa — or o disconrse on foresE trecs, 1708, ppa-2

See Pliny the Elder, éNarira! HMitfory: oA fSeledTion. Penguin Classics series, London, 1991, a4
Murray Bail, frcafypris. Text Publishing, Melbourne, 1998, p.23

Rager MeDromald, The Tree in Changing Light Knopf, Sydney;, 2001, purg

Oliver Wendell Holmes, The e dutocrat of the “Breakfin Tabfe, Tvervinan’s Library, Loadan, 1942,
p-233

See Moyra Caldecott, aMyrhs of the Sucred Tree, Dedtiny Boaks, Rachester, 1993, for accounes
of tree myths from Africa, Amenca, China, Russia, Grecer, Tadia, Scandinavia, ete.

Ulugtraced in Pictures by TR R, Folbien, George Allen & Uniwin, Boflon and Sydney, sy7y, p.21
James Howell, “Dendroiegre, London, 640, p.3

John Fowdes, The Tree, The Leeo Press, New Yorl, 1970, p.as

Flolmes, p.as

Gilbert White, The dAatural Hiflory & e Antiguities of Jelborne, Eversman’s Libraey, London,
1920, p.b

William Crilpin, Remarks on Forel Scenory, and vthor Whonalland Tirws, Relative to Fiffuresgue
Bewaty, Lowden, 1808 {third edivion), p.g

Gilpin, p&
Anne Ebrenkranz, et al, Poctic Luatities, Apecture, Wew York, w88, p.rod

Jacob Strute. Svfew Britaunica, ar Portrasts of Forefl trees notable for thefr antiqiity, magnindy
e Beaney. (1830), pxv

James Raymandl Simmuons, The Hisforic trees of cMasseebusetts, darskatl fones Company, Boston,
1913, p.13

Richard St. Barbe Baker, I Planted Treer, Luteerworth Press. London, oo (fourth edicion), p.78

H. Willoughby quoted i R. Rirchie, Seeing the Ragnforedts in rotb-century wiuitralia, Rainforedt
Publishing, Sviney, 1989, p.16

Bernard Simich, 8aropean Tivion wid the Jouth Ducifie, Onford University Press, Melbourne, 1989
(sccond edition). p.26a

Repardfolty Yours, Solodied Corverpandence of Ferdinand von aMueller, Vol 12 1840-1850, ¢d,
R.W Home oz g, Peter Lang, Bern, Beelin, vie., g8, p.a3d

See A Hardy, Audtralia’s Great lrees', Feld eNgqramlifts ( fab “Proceedings, Yol. L1, 1933, p.239

Rnhert Edwards, ndborigina Bark annes of the “MMarmy ‘Caflzy, Righy for the South Audtralian
Museum, Adelaide, 975 (second edicion), p.6

See Terence Lane, SNFrerrenth-Century eAuitralion e/irt in the National Guliery of Vidtoria, NGV,
20033, 007

Arthur Polchamptun, %ﬁwgzm Land, Richard Bentley, London, 1862, page
Wiliam Wastgarehy, Fealf o Crpary of aAuttielasian Progress, London, 188y, p.78

Dianne Reilly and Victoria Hammond, (farles Foreph L Trobe, Landicapes and Shetches,
State Librury of Vi‘teria, 1999, p.afo

Maccus Clarke in Photogrupbs of the pictures in the iNitioua! Gallery Melbourne
(Metbourne, F ¥ Bailliere, 1875}

Westgarth, p.23q

Quated in Ritchie, po8 and m Tim Bonyhady, aager s Opposition, Melbourne, 1983, paiR
Murgay Bail, poioy

Gilpin, p.ig

Wedtearth, p.13z

Warious journdl articles written in the 19205 by AL Hardy (for the State Foredts TDeparement
and the Field WNacuralists” Club) discuss the locarion and measurement of the rallet recorded
meuncain ash krees.

Ron Radtard, Our Country, o dufteatian Frderation Sgndseapes 19001914,
Arc Lallery of South Australiar, Adeiaide, 2001, pubg

Sec Bonyhady, poagz

The Official Catalogie af the Fxhibirs, Centennial International Exhibition rR88.9,
Melbourne, p.i

Bonyhady, p.265 :
R. & Simpson, The Tarbidden ity Rdwards & Shaw; Sydney, 1979, p.ags




CATALOGUE

Fri o

The giant trees of the Dhandwmongs, sRES.
il engran ing, ia Fufeaed
wotuffradiar ddon 3 darch isol,
LaTrobe Pidture Callechion

Srate Lilirary of Vickocia

41



42

SYLVA MUNDI

1

Joserm E. BOEHM

Auftrian, British 18141800

Portrait bust of Jobn Ruskin 1870-90
painied plaster

zshxifowazooomd

Signed wander kefe shoulder, incised
CBORHIM SCULITLY. Not dared

COLBECTION: GEELONG GALLYFRY
G T OF IR NaTIOMA L GALEELRY OF VICTOLIA, 1043

2

Wiitiam DANIELL
British 1784-1837

i1 coedlabovation widh

CADELL & DAVIES

British, eitablished 1793-1830

Banyan free 1807

From: oo Fetureigere Toyage to frddir Tondon,
Prinred for Longman, Hurdt Rees, and

Orme, Paternofter-Revw; and Wiiliaom Danief,
No. g, Cleveland Srseer, Fitzrov Square,

By Thomas Davisen, Whitefriaes, 18io
hand-coloured engraving

shect t4.0 ¥ 20.4 ciL image 10,9 X 177 om
Signed and dated Lo, beless image, printed
“Published by Messrs Cadell & Davies, London
March wi8u7™, L below inage, prined
“Designed by W Daniell”

PRIVATE CULLECTECN

3

Joun EVELYN

British 16z0-1706

viva, or oA disconrse of foreft-trees and
the propogation of timber in His
dMajesty’s dominions as it was deliverd
in the ‘Royal Society the XVith of Niober,
MDCLXTE upon the occasion of certain
guaeries propounded to that illustrious
assembly by the bonowrable the principal
officers and commissioners of the dNgvy
1706

bk

25X r2L0M

PRIYATE COLLECTION

1
THOMASs HEARNE
British 1794-71857

int collabovation with

Benjaran T. POUNCY

British 1799

Wirriam CLARKE

British, cikablished 17g0-crfizg

eAn oak in oMoccas Park, Herefordshire
1768

enpraving

sightt 26.4 % 32.3 ey plate 17 x 2.0 cm
Sigaved and dated 11 below image, prinved
“Drawn by Hearne™, L below mmage, printed
“Frched by B.T. Pouncy”, Le. below image
“London. Published June z, 5798, by

W, Clarke, New Boned Street, for

B.T. Pouncy Prait Street, Lembeth?

PRIVATE COLLECTION

§

Taomas HEARNE

British 1744-1817

in collaboration with

Bexyamun T. POUNCY

Brivish »-179¢

WriLiam CLARKE

Drigish, estulilished s7gc-c18z9

The chesnut tree at Wymondeley Farva,
Hertfordshire 1708

CIETAving

sight 26,1 x 325 cmy; plate (8.8 x 2904 ¢m

Signed and dared LE below image, printed
"Teawn by Hearne”, L below image, prineed
“Etched by B.T: Pouney”, Le. below image
“Londan. Published June 2, 1798, by W (larke,
Mew Bond Street, for BT Pouney Prace Sereee,
Lambeth”

FRIVATLE COLLECTION

[

Uracawa HIROSHIGE

Japanese 1797-18:8

in enllaboration with

MARUSE]

Japanese, alfthve 1840-3508

Stage 26. W}m&a (From the series “The
fifty-three Stages of the Tokaido’) c1850

hand-coloured woodblock

220 X 352 LTI

Signed ¢k, ink “IIIROSHIGE GA”,
{publisher’s and cengor’s seals)

COLLECTION GEELONG GALLERY
JU MOPETTLEIMY BEQUEST TLiNLL (o5

James HOWELL

British 15947-1660

Dendrologia [in Greek charalters).
Dodona’ Grove or The vocall forrefl 1640
Londom Printed by TB. for Humphrey Mosley
haool.

29.6 % 20.5 ¢t

PRIVATE COLLEITON

8

Marmapuxe MATTHEWS

New Zealand 1859-1948

The Kauri ~ Monarch of the forest,
N.Z, cig30

ctching

sight 13.7 x 10.0 en plate 11.5 x 8.8 em

Sigmed in L1 image, prinved “M MATTHEWS”
and Ly, below inmvage, pencil M Matthows™.
Not dated

PRIVATE COLLECYEOMN




ki T4
Carus PLINIUS SECUNDUS (PLinNy WicLiam WHITE

THE ELDER) British, afkive 18908

fratian ADa3-79 Portrait bust of eAlfred, Lord Tenryson
Naturalis J{iToriae 1669 1393

Leiden and Rotterdam: Hackias paisited plagter

bk chxéoowxqrsomd

COLLECTTGN: NATINAL GALLEEY OF VECTORLA LIBRARY Signe d and dared reverse ‘Ih(}L}j[lCFS

incised “W Whire Sc 13¢5

e COLLECTION. GRELONG GARLERY
Sanpr RIGBY GTVT OF & SITLHCO0R, 1007
Anétralian

. )
The Tree yfe/iwakmmg 2003 UNKNOYWN ARTIST
reltef erching: areist’s proof British

sheet 76,1 x §7.2 o plate 252 x 408 em Brrnbam Beeches 19th century

Signed and doaved Ly, below image,
pencit “Sandi Righy 20037

COLEECTION GRELONG G4 LLERY
GERIANG BRINT BREZE, 2003

oil on canvas
FRO R QLY U

Not sigmed. Not dated

COLLEGTTON: SGRELOMG GATEERY
i PURCIHASEL W15 THE ASSLETANCE DF THE HI

DAVID ROBERTS DU EASS BEQLILS LI, JLjHj
British 1796-1860 ¢

in collahoracion with

Louis HAGHE

Belglan, Brivish 1$06-188;

Francis G. MOON

Bittish r7g6-1871

The Holy Tree, cMetereab c1846

colour lithograph

sight 36.3x 24.8 omy image 35.0 X 24.0 om.

Signed L1, m image, printest “David Roberts
LA L. Tfaghe, lith™; signed and dated Le.
helow tmage, printed “Londan, Published by
F.. Moon, 20 Threadneedle St Tuby 16t 549"

BRIVATE COLLEC 71N

1z

Jacos G. STRUTT

Brivish rrg0.1864

viva Britannica or ‘Portraits of forest
trees, distinguished for their antiguity,
magnitude, or beauty 1830

Lesode

24,00 k200 0

PRIVATE COLAECTION

13

AvFRED, Lorp TENNYSON

English, 180518092

Poers, with illus. by Mallais, Stanfield,
Creswick, SMulready, Horsley, etc., 1864

New ed, Londown, Routledge,
Warne, ancd Routledge, 1564
ook

PRIVATE COLLECTION
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SYLVA AUSTRALTA

i

THomas BAINES
Pritish 1820 15375

i colizhorarton with
Traomas HEAWOOD

British, Grerman, adtive so-¥3

The Boadab {sick tree, c1873-1876

From: Edwin Curron Booth, edeTadie, Londan,
Virtue & Co., 1873-1876

hanibcaloarnd engraving

sight 185 v 205 emy image 128 x 1fs em

Signed LI helow imuage, printed

“L Batnes™, L. below image, printed

“L Heawoad”

PREFATF LOLLECTTON

L

A BARTHCLOMEW

Aunstralian, aftive weh cenrury
Caaries TROEDEL

Briessly, Andbralian, 1833-1yo6

&, pluti

Yram: Frederick McCaoy, Prodrommes of the
Palweontafogy of Vidoria: ar The Sreeres avid
wescriprions of orgaenis rensaing, Melbourne;
dohn lerres, Government Punter, vz iz, pl
RAXIN and NL

codour lirhioprapl

28,01 §7y C

O LIRAN FROAM MUSEELS] VIUTORIA

i

Lupwic BECKER

Creentan, Avttralion 8ol-1861
Telegraphen-Baum zu Port eArthur in
DD, Land 1851

veaterendo

bt om

RO PIOTURE COLLLO TN, SEAT
AL EA

CLLTCT RN L
LTBRALY 0T %734

I

HaroLp CAZNEAUX

Mew Zeabind, Audkealian 1828105

The Spirit of Endurance 1937
pedatin-silver photos aph
e 32,4 X 28,7 0

L
SOLEIL

TR A RT DARLIRY
UETEALLA DL L%SM

SOLTTE AUSTHALIA
ST LAANT, TOTH

3
‘Tromas DE KESSLER

Awpstralisn ro25-

The tree.. 2002

pren aned tnk andd white synthetie polviner paint
1G.3 & 20,7 L

Signed anel dared L1 and Lz, biack Gbre-cipped
pen L De Kessler 2002”, on moun L, penci)
“Thomas de Kessler 2co2”

COLLECY LI i
CATT DT THOMAS B

T eALLERY
EESSLER, 20y

T

Jou~n GOLLINGS

Aunstralian 1944-

(orroboree Tree, St Kolda Funition 2003

archirval pigment iakjet phorograph
192.0 X 1090.0 ¢

AMLRECTLONN (i B MOy 12 A0 LRy
Ll I OH YHE L b AT GALLLEY POLSILEILES, 2o

31

RusseLL GRIMWADE

Audtralian ti7g 1935

eAn quthography of the eucalypts 1920
Sydney: Angus & Nobertson, 1920

book

CRIALEA 1R ! U0
NIV ERSUY O SO UHNE

PLALTEL LI RIARY,

2%

Noga GURDON

Avfhralian (881 1974

Youth and age 19208

otf e camcas on board

1.5 K 304 om

Sigred Lrincised "IN GURTON™
Mt dzied

TRIVATT CLELATION

24
Epware HEFFERNAN
Auskralian 1gra-ta02

The canoe tree 193641978

liswoenr ed 1 3f1c

shieel 195 x 26,2 Lan; amage 108 Ny one
Sigred Lr, pendl “Edward Hleffernan™
N dared

il
RN

IO GE LG CIALLERY
CHECIELS GALLELY Lo kA58 00 0 VE S, 1‘.];‘!3

2%

Cuarces L, FHERITIER DE
BRUTELLE

french 17am-1800

Sertum eAnglicunt 1788: Favsimile with
critical Studies and a translation 1963
Prreshuegh: Flumt Boranica Libracy 1963
hook

PORLERCTT N STATE SVHRARY OF @ utTrRrs

26

Hans HEYSEN

Anstralian 8777008

Study of viver gums, e Ambleside, SeA
1946

pencid and wash

sheet 4953 5 35,0 o image 414 X 550 om
Sgned and daved L, poncil "ITANS HEYSEN
t40"

LOLLECTEON GRE
BFUROCRASREY PO

IO CALLERY

-
Freperick McCUBEIN

Austratiany 1¥55-147

Hillside, Macedon 1904

oil on canvas

000 % 82.8 em

Signed and daeed L1, brown paine T MeCubbin/
g

A ROIAN RO LAY AR L LELL LN

23

Ferpinawn von MUELLER

Geoman, Avstralian 18251806

Observations on new vegetable fossils of
the auriferous drifts

Melbourne: Governmenr Printer, 1874-1883
book

LI R L0
LRNIVERSTIY O

TR, BATELERD LIRRARY,
TEROLINY




Ak

R. Govrrey RIVERS
Bricish, Avétralian 1850-1425
Under the jacaranda 1go3
oil Gi canvas

1434 X IG7.L Cm

Signed and dated Lr., paint TRL.G Rivers e
'IC}OSU

DRI QUEENELANE ART GGALLERY
PERCITAGEN TGO03

10
SamurL W, SWEET

Brigzsh 1825-1850

Proclamation tree, Glenelg c1880
albawnen sihor ap papor support
Bage 16,4 x 21,6 ©m

COLRRCTIOM2 ART CCALLERY OF i WUSTIRAL LA
AOUTFL AT TRALIARN U1V RN T oaRANT, § L}gI

At
Henra TEBBITT

French, Australizn 1852-1926

In the scrub, dull weather ci9oo
watercelour

439 % z76 cm

Signed Lr, brown paint “H.Tebbire™, Not dated

CORELICTTION, GRLLOMTT ol LERY
FYBLL CRANG BRUEST FUND, 2005

ETienne P. VENTENAT
Freench rrpr-1808
i collaboration with

PierzE ). REDOUTE

Belgian, French 1799-140

Jardin et la Malmaison

Paris: Imprimeric de Crapalet. t8oc

Lok

TLUINT RARE BOMINS COLLECTION,
TELLBRARY OF VICTOELA

Ex!
UNKNOWN ARTIST

Awvstraiian

Sydrey Cove and town 17905
ralache

sipht 197 v 250 em

CORLECGT

O WARWTCR REEDER. MELBOURNEG

44

OBJECTS

é. Camaldulensis nd

glass botrle and gum

173l x o emdiam

U LAAN FRCE] ALTED M VECTORIA

34k

&. Camaldulensis nd
aliss barthe and gun
re.ovh %o om dtiam

O LOAN FROM MTTEETM VECTORTA

L

€. Sideroxylon timber sample ~
decorated by cMay Uale nd
wod

Blox3hrxi0

B3 L0AN FARGM MUIEETAM VICTONES

Sl
Eucalyprus Globulus @Myrtaceae) nd
wipgf

gr.oh X 300w x 5.7 om

O RDAT FRATRE MLEEC N W LTINS

14e
Eucalytus pluté nd
fossilised wood

ORS00 N FRCM MUSEUN Y1CTOREE

34f
Eucalytus plutéi nd
fossilised loaves

R LDAR FROAE MIZET LA TR A

B
Bucalytus pluté nd
rossitiscd leaves

O LA Faokad MLUSE a WTOT 08 8

3T
Sucalptus Reguans @Myrtaceae) nd
glass bottle and oid

32.5h x 8.0 conrliam

OFW RO PR MIUTBE LS Y1CTTOE A

3]

Gucalyptus Sideroxylon Myrtaceae) nd

Wi

91371 % 35.0w 1 4.0 ¢

CFel §0M M FAROM MUSE VAL VIO AT A

4
ENightcap oak nut nd
plagter cadt

O Lak FAohd MUSE VAL 2 IR

4%
Three gum nuts nd
tossilised gum nuts

T RN THOM MUSEVM YIOTOrda

A

Prece of bark from the “Dig Tree' at
Coaper’s Creek depot c1963

bark

G X 0.0 Cm

TAIL LSRN LA RO BIUTL RE LOLECT N, SEATE

SEREARY OF SI0TOHIA

34m

Portion of tree under which Ropert
& Hara Burke was buried c1861
Wl

14,5 thiesn

CLALPUEHINT EA TROBE PICTRRE COLLELTHIN, aFALE
ELEHARY OF vl FOREA
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SYLVA VICTORIA

®

RosavLinp ATKINS

Angtralian rg57-

Cypress 1997

wood engraving

sheet 28,3 x 2001 cm; Image 128 % 10,2 €1
Signed Lo, pencil “RA”

CEELONMG PRINT PRIZE 1908

16

WiLLiam FORD

British, Auftralian cifzo-c1880

Picnic party at Hanging Rock, Mount
oeMicedon 1875

ot on canvas

e B S A ]

STLOM: NaTIGNAL GALLERY OF vICTORIA
"HASEL 1950

37

Francis B. GIBBES

Brirish, Auftrabian S15-1004

Od gum tree, Flemingion 1878
watercolour

19.0X39.7 cm

FRIVATE COLLECTION, COURTESY #RIDGET MCDONNELY,
GALLERY

38

Jouxn GOLLINGS

Avfirabian 1944

“Bunya Pine, Grelong Botanic Gardens
2003

archival pigment inkjet photograph

192,60 X FO0.0 €T

COLLECTION: G
GIFT OF TH 7

M FALLERY

3 ART GALLERY FOLNEATION, 20C3
LT

Chilean Wine Falm, (eelong Botanic
Crardens 2003

archival pigment inkjer photograph

TGO X I00.0 0N

COLLECTION, GERELONG GALLERY

GIFT 0F THI GEELONG ARE SALLERY FOUNDMTION, 20G3
40

Gitnkgo biloba, Greelong ‘Botanic Gardens
2003

archival pigment inkjet photograph

192.0 X F20.0 ¢t

COLLECTION, GEELGNG Gard vy
GIET QF THE GRELOMG ART GALLERY FOTNBATTON, I0033

41

One of Arthur s Elms, Royal Botanic
Gardens, cMelbourne 2003

archival pigment inkjet phorograph

HOD.0 K 1626 cm

FLOMNG (GALLFRY
SEELONG ART GALLTRY FROINDATIONN, 20003

4z

Separation Tree, Royal Botanic Gardens,
eMelbourne 2003

archival pigment inkjer photograph

192.0 K 100.0 Cin

COLLECTION: GENLONG CALLERY
GUMT OF TIE GRELQNG ART SaLLERY FOUNDATION, 20503

43

Neaw South Wales (Joast (ypress ‘Pine,
Royal Botanic Gardens, Melbourne 2003
archival pigment inkjee photograph

PG00 S EG.O LI

GOLLECTION
GTET OF THE I

LG Ga b LERY
ELOMG ARY GARLFRY TOLMEATION, T00]

a4

Rever red gum (Lion mask tree),

Royal Botanic Gardens, Melbourne 2003
archival pigment inkjer photagraph

M0 K 10, Cm

COELECCTION: E LR GALLERY

LOMG ART SALLERY FOTRNDATION, 2003

Audtralian ofz-

(ginkgo biloba, Geelong ‘Botanic Gardens
2003

wood engraving (vd. 15)

3000 X 5.0 ¢

COLLES TR
CGiEY OF THE

LIARG GALLERY
LOMG ART CALLERY FOUNDIATION, 2003

406
Hanging Rogk, Mount cMacedon 2003
wood engraving (ed, 35}

20.4 X 25.4 CM

COLLECTPION: GEELONG GALLERY
GLFL OF THE GREELUNG ART SALLERY TOLNDATION, 10063

Jobnitone Park, Geelong 2003
wood engeaving (ed. 45
130X 20,00

COTLECTIGEN: GEELGNG GALLLRY
Al FTOGIE TIERE GRELDNG ANY GALLERY FLAUNEATTLOM, ZUUj

45

Journ KAUFFMANN
Australian 18364-1942
eMatlacoota Inlet cro20
carhaon photograph

il w2i0rm

Signed Lr. pen and ink *J Kanffmane”. Not
dated

COLLECTEDN WARWEIK REEDFR, AELIHAURINE

44

Swamp Tz Tree cigz0
carbon phorograph

3CQ X235 Cm

Signed Lron mount, pencil T Kauffmann®. Nat
dared

COLTECTION WARWECK HELTIER, MELRNTIRNE

50
The glory of the bush <1908

carbon photograph

sight 24.9 & 17.8 cm; Image 24.2 x 16.7 ¢m

Signed Lr. below image, pencil *] Kavfmana”,
Not dated

COLLECTION: WARWICE REEDER, MELEBOURNE

5T

Isaac WHITEHEAD

Irish, Australian <18 g-1881

In the Sassafras Ualley, ‘Victoria (875
oil on canvas

0.2 W 172.0 £

I."ff‘j'i.i,]lf."]"'[f}N: ART (GALRLRY OF S0OUTHE ATZSTRAREA

EFF OF THE M LM CARTER COLLESTION ANE THI
SOLTH AUSTRALIAN GOVERNMENT, J5ub



EMBLEMS OF GRANDEUR

1

Louis BUVELQOT
Swiss. Auftraliun 13201838

Landscape, Terrinallum 1869

watercolour

ay

355 X53.0 ¢m

Signed and daced Le, brown paine “L. Buvelot
186y”

ULILERL LTOMN GRELLNG CALLERY

AREEL OF MRS MEVLELE PARMEDL, 10p44

i3

Landscape, Terrinallum 1869
watercolour

355 % 53.0 ¢m

Sigaedd and dated Lo, brown paint "L, Buvelot
Ry

TOLLECTION: GRULONG GALLRRY
GLFT OF MES WEVILLE PALMEL, 1chief

34

©On the ‘Weods Point Rogd 1872
oil on canvas

108.0 % 153.5 ¢

Signed and dated 11, browe paint “Buvelot/
18727

COLLECTHON: GFELNG GALLTRY
PURCHASED 1449

i

TWhaterpool at (oleraine 1874

oil on canvas

TEO K LTOLC €1

Signed and daved L, “Buvelot 18747

WARRMAMGOOL ART GALLERY COLLECTEOM

11

CWterpool near (oleraine, sunset 1869
oil on canvas

107.4 % 153.0 ¢m

co (Lf;AJ;];;;\'I Eﬁgmmu GALLERY DF YICT0REA
57

Jurran ASHTON

Australian 18511942

Dortrait of Lowds ‘Buvelot 1830

vil on canvas

740X 03.5 cm

Signed and dated Le, LR Asheon/1880

COLLECTHON GLELONG ALLYERY

PURCHASED 14049

38

Joun PERCEVAL

Augtralian 1923-2000

Tawo gums — hormage to Buvelot 1960
oil on composition boand

835075 cm

Signed and dated LL, “Perceval 0™

COHARCTION: BALLAKAT FINE ALT (:ALLERY
GITT 3F THE aNE Bank, tydo

3%

Joun GOLLINGS

Aunftrabian 1944-

Whaterpool mear (oleraine, sunset 2003
archival pigmenr inkjet photegraph

10%.4 ¥ 153.0 cm

COLLECTTLOIMI A 10 s (3 ALERHEY
GLEL O THE GERONG AR GALLERY B U LATE N by 200



FOREST GIANTS

(i}

R. TavLor GHEE

Anghralian e§72-1931

Donnelly ((reek, Healesville 1895
Qlf G0 CARVas

1026 % 440 cm

CE LI
T

T IO RAL GrALLT Y (T Y LI i E A

i

Joun GOLLINGS

Anstradian sGdg-

The aAdz Tree zo03

archival pigment inkiet photograph

Ll B 1000 O35

LEisG ANT GaLLENY TOTeNTIALE N, BO0]

)

Jouwn LINDT

Crecman, Subtralizg 18451026

{“Big tree, Uhictoria]

gelncin silver photoggaph

1.0 3 30,4 0m

COLLEL T 108 LA TROBTE 1 CUURE COLURCTLON, 5IatE
LURAEY F LI TURLS

a3

Faagus Cunninghamii Euc. Regnans
Mt eArnold crigoo-10

pelarin sitver phowograph

LAFRd .o

LA ARTTT TN LA Rl TLOTCTTE TR ELESTI, STALE
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