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Abstract 

The history of mining takes place within a cultural, 
as well as a geological landscape. From European 
settlement as the end of the 18'b century, artists in 
Australia have struggeled to find a sensibility that 

will capture and make sense of unfamiliar land-
forms. Their attempts to draw and later to photo
graph the bush, with its aboriginal inhabitants and 
its evanescent moods were commonly seen as at
tempts to create and impose a moral sense of civili
zation and order, whereby an unruly continent 
would be transformed into an orderly pastoral vi
sion, comprehensibile to European eyes. By the end 
of the 19th century, artists, geologists and of course 
miners themselves become participants in trans
forming the physiography of Australia from a 
haunting landscape, into a useful physical environ
ment valued by Europeans less for its spiritual 
beauty than for its material benefits. In so doing ar
tistic models drawn from European culture become 
agencies of European political economy. 

This paper will consider the role of art, and the 
work of selected artists and naturalists in the 
European construction of beauty and utility in the 
Australian historical landscape. It will pay particu
lar attention to the interest of art and geology in 
representing the continent equally as an early para
dise and as a vast treasure of mineral wealth in ei
ther case, an inimitable site for Europeans, to 
borrow Geoffrey BLAINEY'S phrase to begin a "rush 
that never ended". 

Introduction 

Australia is a huge continent with a vast compass. From 
the tropical north, through the arid 'dead heart' land, to 
the temperate south, a diverse landscape as large as conti
nental Europe defies any definition of geographical ho-
mogenity. Nor does its landscape imply a unity among its 
indigenous peoples who, in their diverse languages and 
customs, not only reflect a mythic past, but also ways of 
knowing that remain deeply foreign to Europeans "2. In 
the early years of colonial settlement, the alien strange
ness attaching to this 'land of contrarieties,' in the fash
ionable phrase ш , both inspired and confounded 
explorers who came looking for inland seas and river 
systems comparable to those known in Europe, Asia, the 
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Americas, and Africa-- and who left, or died, in the at
tempt to undestand their differences U4. The same sense 
of wonder equally touched artists, writers, and naturalists 
who, arriving with the baggage of European methods and 
models, sought to make sense of and settle the Australian 
continent115. 

It is difficult to see past landscape in the present. At best, 
we can attempt to preserve some of the present for the fu
ture. But from the late 17л century, we have written 
memories of Europeans who first saw the land; and from 
the 18* of men who surveyed and studied it, and left vis
ual memories of their discoveries. Australia was a land of 
travellers and visitors and, once a British colony had 
been assured, Matthew FLINDERS advisod Sir Joseph 
BANKS in 1800 that 'the interests of geography and natu
ral history in general, and to the British nation in par
ticular, seem to require, that this only remaining 
considerable part of the globe should be thoroughly 
explored...'ni and, we may add, drawn and quartered. 
Just as the early artist-naturalists aboard His Majesty's 
ships showed how Europeans, in Bernard SMITH'S phrase, 
found art useful as information so the study of landforms 
assumed a place in both literary and artistic narratives, 
with explorers symbolizing sites, giving them names, and 
describing their recognizable features"7. Art, like sci
ence, is an act of appropriation m . Eventually, art gives 
way to science, landscape to mapping, and theories of the 
earth to systematic stratigraphy, in a trajectory that traces 
European perspectives from the aesthetic to the 
economic "9. 

Along the way, these discourses are redefined. Cartogra
phy, Brian HARLEY reminds us, is 'primarly a form of po
litical discourse, concerned with the acquisition and 
maintenance of power120. Understanding the earth 

becomes, to an imperial power, vital to the expansion of 
European influence overseas 12\ So landscape art, com
missioned by government or private enterprise, becomes 
economic and cultural intelligence. From the middle of 
the nineteenth century, survey art and systematic descrip
tion begin to document new 'knowledge spaces' — hetero
topias, in the language of FOUCAULT that Europeans 
define infamiliar, geopolitical terms m. Sites of symbolic 
significance to aborigines are renamed and given new 
meanings. Physiographers and geomorphologists gradu
ally occupy and describe a land that remains 'half 
known'™. Nature retreats, as geologists, mineralogists, 
and practital men — including lucky miners and their 
companies — begin to transform the landscape into indus
trial environments of modern mining, aided by satellite 
precision and massive technology. Eventually, it be
comes a challenge to recover the ways in which Euro
pean artists and naturalists set out to understand their 
'historical' landscape and who, in the process, inscribed 
themselves upon it. 

Historical geographers have argued that, by peeling way 
successive layers of human residues, it is possible to re
construct histories that underlie them. Undoubtedly, as 
D.N. JEANS has argued, landscapes must be viewed as the 
products of identifable historical agencies 124. Among 
such agencies, artists (including photographers) and 
naturalists were highly significant. I should like to indi
cate some of the more important ~ first, those who tried 
to reconcile the Australian 'other', the unfamiliar, with 
what was familiar at 'home'; second, those who grasped 
and promoted a particalar identity for the Australian en
vironment; and third, those who created new 'spaces' en
dowed with political and economic significance. Their 
maps, paintings, and sketches — today, found among col
lections, museums, libraries and galleries — helped to 
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fashion, in Benedict ANDERSON'S phrase, the 'imagined 
community' of Europeans in Australial25. 

Two centuries after European settlement, cross-cultural 
conversations between aboriginal and Western systems 
of knowledge and art remain neglected and incomplete. 
In this short paper, it is possible only to introduce the 
rich potential this implies, for readings of Australia as 
both text and time-machine, and our understanding of its 
historical environment, as a continuous act of representa
tion and display. Our 'readers' are a small selection of 
the artists, surveyors and naturalists who saw, wrote and 
drew, and who have since become arbiters of the ways in 
which their texts have been read. Their story tells of hu
man capital drawn from a world bank of art and science, 
and invested in the representation of a land of great diffi
culty, danger and delight. It has its resolution in a new 
respect for aboriginal representations of that land, that 
form a feature of our time. 

Australia the Text 

Since the earliest speculations of cartographers, seeking 
in ptolematic tradition a southern landmass to balance the 
continents of the northern hemisphere, TerraAustralis 
was conceived as being necessary, and relative to 
Europe. Even as the shape of Australia emerged from the 
mists of misconception, so a new continent acquired the 
character of a vast, empty page, awaiting the inscription 
of European names and places. From the first European 
sightings by COOK in 1769, through settlement under the 
British in 1788, the Australian landscape haunted its 
early settlers, whether convict, soldier or free migrant 
who found its sail harsh and unyielding, its forests bru
tally burned by bush fires, its fauna cut short by toxic 
flora, its peoples elusive, evasive, and difficult to place. 
It seemed a perfect application of terra nullius in fact, as 
well as in name. Those who loved the landscape of 
Europe, and especially that of England, hated the 'vile 
woods' to which they had been sent, or sentenced l26. 
While the Aborigines revered nature, and saw it as a con
tinuation of a distant Dreamtime, Europeans straggled in 
search of meanings. Above all, Australia seemed a place 
to exploit, not a place to conserve, because nature itself 
seemed unconcerned with conservation, 

Over all, there was unruly nature that had to be civilised; 
and surveyed topographical and geograpical mapping — 
from Thomas MITCHELL in 1838 and Robert DALE in 
1844 to Paul STREZLECKI in 1845, the eastern part of the 
continent was reduced to European lines and spaces. If 
surveys were hazardous, art was adventure, and from the 
1830s, artists stressed the civic virtue that metropolitan 
order could be applied and made to work in Australia. 
Few were comfortable with what they saw, and imposed 
familiar meanings. In 1820, Joseph LYSETT, a convict 
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artist, painted a bush landscape in New South Wales that 
could easily have been drawn in England. A Swan river 
landscape in 1827 by J.W. HUGGINS, made the same 
paint. In reaction, or response, some favored the expedi
tion experience of narrative illustration in the 1840s, a 
memorable theme, as in S.T. GILL'S painting of STURT'S 

Overland Expedition 1844. Others, however, retreated 
into familiar contemporary European discourses, drawing 
notably upon German and English romanticism. Not un
like some colonial writers, these constructed the bush as 
an arcadia worthy of GOETHE or WORDSWORTH, in which 
nature could be worshipped, if not fully understood127. 

The prospect of awakening, even seduction, by unruly 
austral nature, came suddenly to some. Thomas WAT-
LING, a convict artist, who at first complained that 'there 
was not much to amuse my pencil,' and found the 'same
ness' of the eucalpyt-dominated bush boring beyond de
scription, eventually gave way to rich Romantic prose, 
describing 'trees wreathing their fantastic roots on high, 
dissimilar in tint and foliage cumbent, upright, fallen or 
shattered by the lightning... whilst sympathetic glooms of 
twilight glimmering groves, and wildest nature lelled in 
sound repose, might much inspire the soul....'Ui By the 
middle of the century, the process of discovery by self-
discovery a colonial blending of novelty and custom was 
illuminated by the work of several European artists, in
cluding John GLOVER, Eugene VON GUERARD, and Conrad 
MARTENS. 

Artists Visions: European Resonances 

John GLOVER, born in England (1776 - 1849), migrated 
in 1831 to Tasmania, bringing to Australia the visible 
preoccupations of an European artist. His earlier land
scapes of Italy and England — tinted with their contem
porary emphasis on the 'picturesque' merge 
imperceptably into his vision of Australia, and it is only 
the late 1840s that he manages to capture the bright light 
and open space no longer, in this case, empty space of 
the settled continent. GLOVER'S older contemporary, 
Eugene VON GUERARD (1812- 1901), born in Vienna, 
came to Melbourne with the gold rush in 1852, and 
brought with him the ideals of German romanticism, 
learned during his student days at Düsseldorf with Cas
par David FRIEDRICH. For romanticism, Nature was God's 
Bible, the 'reading' of whose text turned sketchbooks 
into scripture. Just as trees made catherdal aisles, and 
rocks formed sacred cycles, and the earth merged info 
heaven, so vegetation revealed Nature as a divine 
organism m. Whether by art, or of scientific observation, 
the collection of scientific information was an act of 
prayer. 

First in landscapes, then in domestic settings, then in rep
resentations of European farms and mines, von 
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GUERARD'S paintings portray Nature with a restrained, 
implicit, impersonal violence, revealing cycles of nature, 
death and regeneration. Where there are people, they are 
displaced aborigines, romantic warriors, wandering the 
Earth or Europeans, in homesteads, living in lonely ten
sion between habitation and Nature. At the intersection 
of landscape painting and topographical art, von 
GUERARD relayed a powerful understanding of the envi
ronment its motifs, and patterns; woven into this, lie 
threads of classical myth and allegory, within which 
Europeans in this strange land are portrayed like the 
miner at Ballarat — a Ulysses, struggling in a war against 
nature, destined one day, if lucky, to return home. 

Contemporary with VON GUERARD, Courad MARTENS 
(1808- 1878), a professional artist, born in Eng
land—who became a friend of DARWIN as artist on the fa
mous voyage of HMS Beagle brought to the new land a 
romantic sensibility, but went on to become the best 
known recorder of the Australian landscape between 
1835 and 1878, as be gradually discovered the peculiar 
sensibilities of light and colour in the bush. A similar 
dedication to selfeducation appears in the work of other 
European artists. One such was the Swiss artist Abram 
Louis BUVELOT (1814- 1888), who studied in France, 
and was wellknown for his paintings of the Matterhorn 
before he migrated to Melbourne in the 1860s; there, he 
relayed the work of the Barbazon painters into a personal 
evocation of settled country and the bush l3°. 

In his seminal work on Art and Illusion, E. H. GOMBRICH 
suggests that what we see is inevitably conditioned by 
our cultural expectations. John BERGER argues a similar 
point in understanding what we see in terms of our politi
cal economy 131. In Europeanising Australia, an early ten
dency was to represent unfamiliar reality as 'picturesque' 
inventing a new reality using colours familiar to the art
ist, but also familiar to his experience. By the artistic act, 
the everyday becomes beautiful, and its pursuit, desir
able. The act of artistic transfer was uncontroversial; 
what made it problematic, was the extent to which it con
ditioned expectations among investors, migrants, and the 
naturalist's eye. Sydney PARKINSON, artist-naturalist on 
COOK'S first voyage, reported that 'the country looked 
very pleasant and fertile, and the trees, quite free from 
underwood, appeared like planations in a gentlemen's 
park.'ш This was not a distorted aesthetic judgement, 
but a constructed impression. Some historians would ar
gue that the construction contained a economic purpose; 

but above all, it showed how to define a space and place 
that in reality almost defied control. 

Ross GIBSON has defined landscape as 'land that has 
been translated...as an element of myth....' It might sig
nify Nature, but is not Nature itself. 'The very notion of 
nature is a cultural construct'. m By the middle of the 
century, with possession established and livelihoods se
cured, there was time to appreciate what was unique in 
that construct. Thomas BAINES symbolized the continuing 
quest of the curious, and others looked to control land
scape through the station, and the garden. As European 
architecture reminded colonists of "home', so colonial 
gardens became signifers of the transformation of what 
had been exotic into what would be natural a process ele
vated by VON GUERARD, S.T. Gnx, and William Тгавггв. 

As we look at their paintings, botanic gardens and rural 
estates appear as not just arcadian anecdotes, but as rep
resentations of a marriage of convenience between the 
'picturesque' and pastoral imperialism m . The result was 
confluent with an European tradition that sought an iden
tity through landscape — a constructed view of Australia 
depicted in literature and art, but also by the systematic 
sciences of geography and geology 135. The earth sci
ences, emerging from the idealist abstractions of Natur
philosophie, demanded empirical information to 
complete the European picture of the world. The adven
ture of European art and science found Australia both op
portune, and an opportunity. 

Material Realities: Resources and Spaces 
An early relationship between novelty and custom domi
nated the world of surveying and mapping, as it had in 
art. Developing the land was, of course, an immediate 
priority for European settlement, and optimistic accounts 
of the proximity and potential of natural resources were 
recorded from the first voyage of James COOK and BANKS 
to the East Coast of Australia in 1769. Like these and 
most other expeditions mounted by the Royal Navy, 
George VANCOUVER'S reconnaissance of the Western 
Australian coast in 1791 bore the hallmark of Admiralty 
instructions and a naturalist charged to 'examine the na
ture of the soil, the climate, .. and to determine whether 
'the usual grains ... and fruits of Europe are likely to suc
ceed. ' They were also to note minerals that 'bear the ap
pearance of [ores] of metals, coal or limestone, or any 
other thing likely to be useful.'"6 Governor Arthur 
PHILIP'S first reports from the colony of New South 

130 Patricia R. MCDONALD and Barry PEARCE, The Artist and the Patron: Aspects of Colonial Art in New South 
Wales (Sydney: Art Gallery of New South Wales, 1988), and Ron RADFORD and Jane HYLTON, Australian 
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Wales in 1788 accordingly described the botany and zo
ology of the Sydney region, and outlined the economic 
potential of local timber, seeds and flax. The land was to 
prove hard won, and in 1803, George CALEY described 
the difficulties of winning crops from the frail, infertile 
soil, and slender grasses, using European methods inap
propriate to the land. But as early as 1802, cedar was be
ing exported and in 1806, Joseph BANKS compiled a list 
of happy prospects likely to ensue from the cultivation of 
sealing and fishing, sandalwood and furs, wool and coal. 

Coal was discovered in the Hunter region as early as 
1797, and sparked interest in iron and mineral prospects, 
but as agriculture was of first importance, geological in
terests were deferred. It was not until 1803 (three dec
ades before the Geological Survey of Great Britain was 
established) that the Secretary of State for War and the 
Colonies appointed A.W.H. HUMPHREY the first 'KM. 
Mineralogist' in the New South Wales. Sadly, his adven
tures came to grief in 1812 when Governor MACQUARIE 
decided he had found nothing 'worthy of notice', and 
sacked him. Of course, 'A different man who has real Sci
entific Knowledge', MACQUARIE agreed, 'might be very 
Useful and Make Very important Discoveries in Various 
parts of this Widely extended Colony', and steps were 
taken in this direction in 1823 137, but it was not until 
1850 that, concerned by the gold rush in California, and 
the establishment of copper and gold mines in South Af
rica, and anxious to extend surveys along the lines of 
those aiready underway in Canada and India, Governor 
FITZROY appainted Samuel STUTCHBURY, a native of Bris
tol and an experienced Pacific traveller, as the first geo
logical surveyor of New South Wales 138. 

In 1851, Sir Henry YOUNG, Lieutenant Governor of 
South Australia, obtained permission to find a man to 

survey that colony, 'and make known its mineral re
sources to the colonists'. He wanted a scientific man of 
high professional reputation, and disinterestedness, 'as 
would impart to his Report the stamp of conclusive 
authority' to 'promote the practical applications of geol
ogy to mining purposes'139. Sir Henry DE LA ВЕСНЕ, 
Director of the Geological Survey of Great Britain, rec
ommended STUTCHBURY, already en route to NSW for the 
purpose. STUTCHBURY was not, of course, the first and 
certainly not the only geologist interested in Australia, 
nor was the discipline an exclusively British undertaking, 
as during the 1840s, a number of European scholars in
cluding Paul DE STRZELECKI, Ferdinand VON SOMMER, 
Ludwig LEICHHARDT and Johann MENGE visited the con
tinent and wrote extensively on their observations 140. 

Given the peculiarities of the surface features, controver
sies abounded. On reaching Sydney in 1836, DARWIN 
travelled westward to see the Blue Mountains, where he, 
like MITCHELL in 1838 141, struggled to explain the ori
gins of the famous gorges, whether cut by fluvial or ma
rine action142. Where artists found the 'picturesque' 
among the waterfalls 143, other visitors wrestled to explain 
the sandstone extrusions, and to predict veins of miner
als, iron and coal. In the process, landscapes were 
painted, and geological maps were prepared, some sug
gesting analogies with European, African or American 
stratigraphies, others suggesting particularities that had 
no precedent in European exploration. From the 1850s 
onwards, men who had looked upon Australia with eyes 
trained in Europe, and brought with them the idea that 
Europe was the geological model of the world144. Euro
peans sought correlations in the rocks and strata of Aus
tralia that would confirm the wisdom of God in the 

137 Historical Records of Australia, VII (1), 587, cited in T.G. VALLANCE, ' 
The Start of Government Science in Australia: A.W.H. HUMPHREY, 
His Majesty's Mineralogist in New South Wales, 1803-12, 
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creation, and the arrangement of that creation in Europe 
and the world known to them. 

Coal, for instance, was thought it must occupy a 
stratigraphical niche equivalent to those in which it was 
found in Europe fastering a debate on the age and likely 
locations of coal (it is found in strata younger than in 
Europe) that vexed the imperial geological community 
for the next thirty years. Similar debates revolved around 
the age of the landscape (DARWIN thought it was younger 
than it is), the expected courses of rivers, and the expla
nation of particular environmental features, such as the 
stony deserts l45. Fossils of a given age were 'out of step,' 
and could not be used to date strata as they were used m 
Europe. In the end, old conventions had to be dropped, 
and new ones, invented. The process was one of negotia
tion. Gradually, just as European political conventions 
were used to draw colonial boundaries, European theo
ries were modified to account for local differences 146. 
From locality, grew knowledge that international experts 
were asked to confirm. In turn, geologists took art, as in
formation, and identified the landscapes that were to be 
distinguished as mineral and mining spaces. For years, 
these colours, symbols, even scales varied across colonial 
boundaries, but eventually in 1875 the Victorian Survey 
issued a geological map of the whole of known Australia 
producing a mineralogical text of intercolonial unity, and 
colonial nationalism147. 

Between 1842 and 1844, Joseph Beete JUKES (1811 -
1869), a former student of MURCHISON at the Royal 
School of Mines, visited Australia as the naturalist on 
board HMS Fly, and used his extensive observations to 
prepare a map of known Australian geology, which was 
published in 1850148. Between 1850 and 1855, 
STUTCHBURY'S geological and mineralogical surveys were 
also accompanied by maps, drawings and sketches, 
recording and presenting scientific data about the coasts 

and once gold was discovered the new mining areas near 
Bathurst. Eventually, he mapped some 32,000 square 
miles of Eastern Australia. His vision was a European 
one, informed by his experience of the Somerset coal
fields in England, and a style of pen and ink sketch com
mon among English artists of the 1830s and 1840s 149. 
When STUTCHBURY fell from viceregal favour, and his ap
pointment ended 15°, the Rev. W.B. CLARKE assumed the 
mantle of Australia's resident geologist, and with his 
work, consolidated the era of systematic geological 
mapping. 

CLARKE read geology with Adam SEDGWICK at Cam
bridge, and became a Fellow of the Geological Society of 
London in 1826, at the age of only twentyeight. He emi
grated to Australia in 1839, as headmaster of The King's 
School at Parramatta. The 'remarkable Reverend 
CLARKE', as he was known, explored much of New South 
Wales on foot and horseback 151 He prepared a geological 
map of the colony following contaurs anticipated by his 
artist contemporaries, refashioning the landscape as a sci
entific space, less to be worshipped as an exemplar of di
vine wisdom, than as a resource in the service of man. 

For the next twenty years, the art and study of landforms 
retained a mixture of public and private initiative. Geol
ogy was informed by artists who flocked to the gold-
fields, and the 'picturesque' was transformed into the 
practical. Geological mapping and landscape art became 
partners, of a kind. In 1852, prompted by the gold dis
coveries of the previous year, the newly separated colony 
of Victoria sought a 'Mineral Surveyor', and appointed 
A.RC. SELWYN, first Director of its Geological Survey 152 

Four years later, it was time, according to Sir Roderick 
MURCHISON, Director of the Royal School of Mines, for 
the Colonial Office to send a 'practical geologist' to 
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146 See T.G. VALANCE, 'Origins of Australian Geology,' Proceedings of the Linnean Society of New South 
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Sources for the History of Australian Science, Historical Bibliography Monograph No. 12 (Sydney: 
University of New South Wales History Project, 1982). 
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survey the entire country systematically 153. Each colony, 
MURCHISON argued, also required a geological surveyor, 
who alone couid advise the government and private en
terprise how best to open out advantageously the mineral 
resources of distant regions, many of which are as yet en
tirely "unknown lands" as respects their internal 
productions 154. 

This vision was slow to materialise. The disbanding of 
Selwyn's survey in 1869 for such political reasons 
marked the end of aggressive geological exploration. The 
fine map of Robert Brough SMYTH in 1875 was a high 
water mark in geological mapping, but also a pyrrhic vic
tory, at a time when Victorian politicians thought they 
needed only one map, and that once this was made, fur
ther maps were unnecessary. Pressed by the search for 
rarer minerals, and by international interest in Australia 
as an ancient continent, with lessons for geomorphology 
and landscape evolution in general, geological interest 
continued unabated, and helped shape historical under
standing of the continent155. The next several decades 
saw increased interest in systematic mapping, notably for 
geological atlases. By the 1890s, however, as geological 
mapping grew more scientific, so landscape art grew 
more impressionistic. Traditions shaped first by Eurocen-
trism gave way to a more naturalistic Australianism, the 
chief features of which were visible in the work of the so 
called Heidelberg School (named after a rural suburb of 
Melbourne)156. In the paintings of Tom ROBERTS, Arthur 
STREETON, Charles CONDER and Fred MCCUBBES, sub
jects are not the romantic, or curious, native landscapes 
that fascinated an earlier generation, but rather the work
ings of harbours, rivers, cities, the mining and pastoral 
industries, and the pioneering past of European Australia 
and its peoples. 

Gradually, as an nativeborn Australian eye developed 
masculine, it has been said, but frequently borrowed by 
women so a scientific environmentalism overtook the 
picturesque as a canon of taste. Australians ceased to see 
their landscape as 'sublime', less of gentle greens and 
blues, and more with savage scarlet, browns and yellows. 
As artists focussed more on change than continnity, so 
the practices of mining, mapping and landscape art co
hered in a new unity, reflecting the occupation and domi
nation of the land not as admiration for the natural, but as 

a struggle with Nature. Agriculture and mining formed 
part of that struggle. Visual depictions of mining, 
especially from the advent of photography, represent the 
struggle as mastering and possessing what an earlier gen
eration had either worshipped, or tried to explain. Inevi
tably, that relationship was tense, as the earth was moved 
and landscape was torn by European agencies, and in 
European interests. 

These traditions persist, and today help to define the 
ways in which Australians view their ancient landscape 
constructed, violent, and densely complex, devastated 
and renewed by fire, drought and flood. The Australian 
landscape remains as meaningful to art as it is to science. 
But within the last generation, its meanings have been 
enriched by a surge of appreciation for the history and in
terpretative significance of aboriginal art157. In this rep
resentation, landscape offers a text that requires to be 
read as both natural resource and religious belief. A sym
pathetic reading of the land, endowed with new mean
ings, show animal representations become rivers and 
lakes, literally embodying and empowering the land
scape. Ancestors, songlines, and stories enrich represen
tations of people and places, flora and fauna, in 
symbiotic fashions that neither modern cartography nor 
landscape art easily permit. It is perhaps too early for 
Western and aboriginal knowledge systems to 'interro
gate each other' systematically, as many would wish158. 
But Australia contemplates the prospect of a far richer 
culture when these complex metaphors are made part of 
our discourse, transforming their ancient novelty into our 
modern vernacular, and travellers' tales into resident 
understanding. 

Conclusion 

By the turn of the present century, the imperial and colo
nial fascination with novelty and curiosity with strange 
places, plants, and animals of intense economic and sci
entific interest had been overlaid by a vision of Australia 
as a place of exploitable wealth. Artistic resonances had 
come to coexist with material realities. Perhaps some
thing was lost in the bargain. Theories of landscape 
painting seemed to count for little against photographic 
representations of mining reserves. Still, there survived a 
sense of location discovered, and of a newness, found. 
That newness pervaded the work of artists and naturalists 
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who formed an antipodean cousinage — first among 
Europeans, then among Europeans of Australian birth. 

Bernard SMITH has suggested that the informational art 
that informed the voyages of COOK fostered 'a pictorial 
mode of empirical naturalism that 'determined the course 
of the most progressive painting in Europe during the 
nineteenth centurty'Xi9. That informational exchange 
continued well into the 20* century, as reciprocities be
tween Europe and Australia were transformed by Austra
lian light and colour. Today, among visitors to Australia, 
the artist's 'gaze' is now framed by excitement, as well as 
by expectation 160. This excitement reflects not only sci
entific knowledge, but also traditional knowledge, in 
which the world of art and knowledge form a harmonious 
whole. Aboriginal landscapes are also information, from 
the rock art of antiquity to the bark drawings of recent 
times 161. The marker that is mysterious Uluru (Ayers 

Rock) is more meaningful of Australia than the Sydney 
Opera House 162. 

To these complex meanings, and their significance for 
natural knowledge, I am unable to speak, except as one 
among many who has seen and been disturbed by the 
haunting, mythologised rock art of Kakadu. But they 
confirm the different identities that Australia embodies. 
In December 1851, W.B. CLARKE rode out from Sydney 
to complete a geological survey of the Southern Alps 
near Victoria, and recalled: 'I lay facing the east, and saw 
all the processes of dressing the day, and wished I had 
been a Turner to have transferred the tints ofthat glori
ous drapery, in which morning marched along the hori
zon to my canvas' ш . Sadly, no illustration ofthat bright, 
confident morning survives; fortunately, Nature daily re
peats the performance, and it is one that everyone in Aus
tralia can possess. 
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