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EXECUTIVE SUMMARY 
 
In mid-2017 Yarra Ranges Council commissioned Bronwyn Hanna History & Heritage to 
provide an art and cultural history of the Dandenong Ranges to inform the “master planning” 
for their Ridgewalk project. Ridgewalk is proposed to be a series of walking pathways 
through the upper Dandenong Ranges between Montrose and Belgrave. One objective of 
Ridgewalk is to implement paths that will make it easier for local residents to walk around 
their locality—to encourage exercise and reduce local traffic on these tight, narrow roads. 
Another objective is to help make walking around the locality more interesting by 
highlighting the local places of historical and cultural interest. Council is aware of a large 
number of artists and other creative people associated with the ranges and seeks to identify 
and interpret some of these associations in the landscape itself. The tender requested that 
the report should: 
 

 Record the history of artistic response to landscape in the Dandenong Ranges 
(precolonial to present)  

 Articulate themes around the relationship between art and landscapes in the area   
 Connect research findings with broader themes of art history in Australia  
 Identify physical locations of significance on theme  
 Investigate the history of the landscape and how cultural responses to it have 

changed over time   
 Produce a body of resources to be used as reference in further engagement with the 

Ridgewalk project, including a comprehensive image catalogue and strong visual 
representations of findings.  

 
These are a complex and wide-ranging group of requirements and the report investigates 
these issues in three main sections: 
 
1) Summary of the history and cultural significance of the Dandenong Ranges  
 
The Australia ICOMOS Burra Charter advises that the history and significance of a place 
needs to be understood before management policies are developed. This report therefore 
begins with three summary histories of the place: a discussion of the physical history of the 
ranges, its Aboriginal history and its colonial and post-colonial history. In the process, the 
study identifies the locations of historic places of natural, cultural and heritage significance 
which might also be considered for inclusion in the Ridgewalk—such as gardens, 
architecture, Aboriginal culture, and places associated with famous people or political and 
environmental activism. Thus the study has a wide understanding of “artistic” to include 
creative activities of many kinds. The section concludes with a summary “statement of 
significance” for the Dandenong Ranges. 
 
Historic significance: 
The Dandenong Ranges have historical values for their representative historical trajectory, 
similar to many places on the Australian eastern seaboard. A remnant of an ancient and 
biologically diverse landscape, the ranges were inhabited sustainably by Aboriginal people 
for tens of thousands of years as a place of traditional land management and ceremonial 
practices. After the British arrival in the 1830s, the typical colonial economic pattern of 
development prevailed: displacement of the Traditional Owners, logging, establishment of 
pastoral runs, a nearby gold rush-driven population surge, installation of transport 
infrastructure (bullock paths, roads and rail), subdivision into smaller farms, further subdivision 
into residential housing, creation of forest reserves and national parks, and development of 
commercial and tourism functions. Despite recent development pressures, the Dandenong 
Ranges retain many visible aspects of its early patterns of development, traces which should 
be highlighted in any planning for the Ridgewalk—including Aboriginal places of pre-contact 
occupation, early housing associated with historical phases of settlement, remnants of 
industrial technology associated with logging, farming and transport, representative historic 
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housing types, carefully designed and maintained gardens and historic walking paths and 
“beauty spots.”  
 
The Dandenong Ranges also has historical significance for the rare and distinctive 
characteristics of its history as a place of great natural beauty abutting a major metropolis. Its 
forest bushland is magnificent (both lush and sublime), it has charming towns and strong 
activist communities. It has a remarkable history of responding to disasters, especially 
bushfires. Its European history has witnessed constant tensions and shifting equilibrium 
between the pressures for environmental and economic exploitation against pressures for 
conserving the marvellous natural and cultural attributes of the place. Since colonisation, the 
Dandenong Ranges have also been the location of a nationally outstanding and diverse 
array of artistic and creative practices, especially landscape painting. 
 
Aesthetic significance: 
This study concurs with earlier assessments of the Dandenong Ranges as having aesthetic 
values for their natural bushland landscapes as well as—and in combination with—their 
cultural and designed landscapes and places. Like the Blue Mountains relative to Sydney, 
the Glasshouse mountains relative to Brisbane, and the Adelaide hills relative to Adelaide, 
the Dandenong Ranges offers a distinctly different and experientially beautiful environment 
positioned on the periphery of a city. Perhaps the most prominent hills close to Melbourne, 
the Dandenong Ranges offer spectacular panoramic views in all directions, grand forest 
scenery, exotic fern gullies and wildlife of great biodiversity. The Dandenong Ranges also 
have aesthetic significance for their wide array of cultural landscapes and places: parks and 
gardens and for their charming mountain villages, rustic roads and many residential 
properties which have been carefully designed to harmonise with the landscape. Many 
designers—including the famous, the less well known, public service and vernacular—have 
created numerous beautiful buildings, gardens and pathways throughout the ranges 
environment, while the local communities have persistently worked to acknowledge and 
protect these natural and cultural environments.  
 
Spiritual significance: 
The spiritual values of the Dandenong Ranges are evidenced by the intensity of aesthetic, 
creative and emotional responses to the place and within the place.  Artistic practices 
associated with the place have included painting the local landscapes from afar and up 
close, and using it as a vantage point for depicting Melbourne or the surrounding country 
side, or inhabiting it whilst completing art works that do not refer to it at all. The huge array of 
representations of the place include depictions of it variously as quiet and peaceful, as 
dramatic and dangerous, as familiar and as exotic, and/ or as a site of leisure, of 
contemplation or of work. This array of representations of the ranges over a long period of 
time demonstrates the multiplicity of ways in which the place has inspired a nationally 
outstanding and diverse array of creative responses.  
 
2) Illustrated Catalogue 
 
The second part of the report is designed to “stand alone” in providing documentation of 
artists and creative activities associated with the ranges as an “Illustrated Catalogue.” This 
consists of 30 entries on individual artists or designers and five entries on creative households, 
each between one and five pages in length. These entries include famous Australian artists 
and designers such as Arthur Streeton, Fred Williams and Edna Walling, but also highlight 
some less well-known people influential within the local community such as William Ricketts 
and Charlie Hammond. Nationally acclaimed Aboriginal artists such as William Barrack and 
Lin Onus are also recognised, as are admired women artists and designers such as the 
illustrator Peg Maltby and crochet designer Mary Card. 
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3) Some of the nationally significant aspects of the art history of the Dandenong Ranges 
 
This report offers five mini-essays on artists associated with the ranges who have become 
famous, or whose works are nationally (and sometimes internationally) acclaimed: the 
Aboriginal works associated with William Barak, Bill Onus and Lin Onus; some representative  
early colonial images of the ranges from afar; the “fern fever” art works associated with 
Eugen von Guérard; the shift in Australian landscape painting attributed to the Heidelberg 
School artists such as Arthur Streeton, Tom Roberts and their forebear Louis Buvelot; and the 
modernist abstract/ landscape painter Fred Williams. The writings of historians of Australian art 
and culture such as Bernard Smith, Tim Bonyhady, Sylvia Kleinert and Geoffrey Serle help 
explain how these different representations of the ranges have influenced the wider history 
of Australian landscape painting, culture and national identity. In summary: 
 
Appendices 
 
The report includes two appendices. One is a large PDF map of the Dandenong Ranges 
marked with the locations of places of cultural and artistic significance and accompanied 
by the list of places marked on the map.  
 
The second appendix offers a table listing the names of more than 130 creative people and 
households which came to attention during the course of research. Most of these people 
could not be investigated in this initial foray into the topic but their names are at least 
documented here.  
 
Finally there is a list of references used in the research and writing of the report, including 
some sources which were recommended but not seen. Because the Illustrated Catalogue is 
considered a “stand alone” element, the references used in each of the 33 entries are 
included in that entry rather than in the final list of references. Every effort has been made to 
reference the information presented throughout this report in order to facilitate future 
research.  
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Definitions and limitations  
 
The Dandenong Ranges are a visibly distinct group of hills on the metropolitan fringe of 
Melbourne but they have no distinct political or geographical boundary. The focus of the 
study is on the tops of the ranges but the tops are supported by foothills which blend into the 
surrounding valleys and suburbs of Melbourne. The complex physical, social and cultural 
associations of the ranges with the nearby countryside and metropolis inevitably forms part 
of the cultural life of the place and has been included in these discussions when appropriate. 
 
Similarly, artists and their artworks are not geographically distinct entities but participate in a 
wide array of cultural activities and meanings in a variety of places. Artists have painted the 
local landscapes of the Dandenong Ranges up close, from afar and as a vantage point for 
looking elsewhere; they have depicted it as quiet and peaceful and dramatic and 
dangerous, as familiar and exotic, and as a site of leisure and of work. They have completed 
nationally significant art works here that do not refer to the ranges at all (for example, Tom 
Roberts’ “Bailed Up” and Jeannie Gun’s We of the Never Never). This report makes a start in 
pointing to the wide array of creative activities undertaken in and about the ranges but 
largely focuses on those artists who are currently the most historically acclaimed or culturally 
influential. Partly because of this, and also because of practical difficulties in writing about 
artists who might be early-career or mid-career (whose works are not yet widely 
disseminated or well understood), the emphasis here is on historic artists of the 19th and 20th 
centuries, rather than contemporary artists. 
 
As the Mount Evelyn History Group noted in their history of Aboriginal people in the northern 
Dandenongs, choosing appropriate language can be a sensitive issue for non-indigenous 
authors writing about Aboriginal history (Mount Evelyn History Group, 2016). This report uses 
“Aboriginal” and “Indigenous” inter-changeably to describe the first people of this south-
eastern corner of the continent. Other terms used are “Kulin” for the broad grouping of 
peoples whose combined territory included much of central Victoria, “Woi wurrung” for the 
language group living in the Yarra Valley and surrounding ranges, and “Wurundjeri” and 
“Bunurong” for the Woi wurrung clans whose territory included the Dandenong Ranges. The 
words “Traditional Owner” and “Country” have been capitalised at the suggestion of 
Michelle Mills of Bullen Bullen Cultural Tours.  
 
This report introduces, summarises and offers some commentary on a wide range of artworks 
and creative activity associated with the Dandenong Ranges. There is, of course, no single 
“correct” interpretation of a work of art. Indeed, one sign of good art is its ability to evoke a 
multiplicity of meanings in different contexts. This report presents a wide collection of art 
imagery and commentary with the understanding that there is much more significance at 
play in all this creative activity than can ever be fully outlined or encapsulated in words. 
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Maps 
 

 

 
Figure 1.  
Indicative 
map of 
Ridgewalk 
route.  The 
actual route 
will be 
determined 
in the 
project 
Master Plan 
(Dec 2017-
July 2018) 

 
Figure 2. 
Location of 
the study 
area 
relative to 
Victoria 
(Google 
maps, 2017) 
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Figure 3. 
Yarra 
Ranges 
Shire 
Council 
map with 
approximat
e location 
of 
Ridgewalk 
marked 
within red 
oval 

 
Mount Dandenong is marked with a red oval. Other landmarks are highlighted with red underlining 
including Melbourne on the east, Lilydale to the north of the Dandenong Ranges, Fern Tree Gully and 
Clematis to their south, Baluk Willam territory further south, Coranderrk and Woori Yallock Creek in the 
north adjacent to the Yarra River and Mt William, site of an important pre-contact quarry for green stone 
used in axes, is indicated to the north. (Source: Public Record Office of Victoria, reproduced in Mt 
Evelyn, 2016, p12.) 

 

 
Figure 4.  
1841 map of 
the Port 
Phillip 
region, 
including 
the 
Dandenong 
Ranges, by 
William 
Thomas, 
showing 
both 
colonial and 
Aboriginal 
places 
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Figure 5.  
Parks Victoria 
map of 
Dandenong 
Ranges 
National Park 
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Figure 6. Map of artistic and cultural sites in the region of the Dandenong Ranges (Ridgewalk 
vicinity is circled in red) 
 

 
 

1. Bickleigh Vale, around Bickleigh Vale Road Mooroolbark, a private village of English cottage 
style houses in landscaped gardens designed in the 1920s and 1930s by Edna Walling. 

2. Camp Eureka, 100 Tarrango Road Yarra Junction, which hosted youngsters in the 1940s who 
later became artists, writers, actors etc including Noel Counihan and Frank Hardy.  

3. Coombe Cottage, 673-675 Maroondah Highway Coldstream, the home of the internationally 
renowned singer, Dame Nellie Melba. 

4. Corranderrk, Badger Road, Badger Creek, Aboriginal reserve and archaeological site, former 
home of artist and Aboriginal rights activist William Barak. 

5. Heide Museum of Modern Art, 7 Templestowe Road Bulleen, home of John and Sunday Reid, 
frequented by artists Sidney Nolan, Albert Tucker, Joy Hester, the Boyd family and others.  

6. Heidelberg School camps, vicinity of Heidelberg, Eaglemont and Box Hill, where Australian 
impressionist painting was fostered by artists such as Sir Arthur Streeton and Tom Roberts. 

7. Moora Moora Cooperative Community at 109 Moora Road, Toole-be-Wong near Healesville. 
An alternate living site dating from the 1970s with rammed earth, timber, and handmade mud 
brick houses. 

8. Montsalvat Artists’ Colony at 7 Hillcrest Ave Eltham, 1930s founded by Justus Jorgensen and 
associated with Alistair Knox, who developed mud brick construction technology. 

9. Rose Charman’s Cottage at 77 Emerald-Monbulk Road Emerald, built 1908, had literary 
tenants including Louis Esson, Vance and Nettie Palmer and Katherine Susannah Pritchard. 

10. Wanderslore at 2180 Warburton Highway, Launching Place, was home to Constance 
Coleman, artist, poet and conservationist. 

11. Aboriginal scar tree and scatter at Olinda Creek near Montrose.  
12. “The Hermitage” 161 Maroondah Highway, Narbethong (Murrindindi Shire Council), home of 

photographer J.W. Lindt. 
13. Nalparingan, 328 Glenfern Road, Upwey (gardens by Edna Walling) 
14. John’s Hill lookout 
15. Westhill (formerly known as Temora), 15 Lara Court Mt Evelyn, built in 1879 for John Nicholson, 

an early settler  
16. Mount Heatherlea, 38 Park Drive Belgrave Heights, owned by selector Ormond C. Smith 1870s 
17. Yarra Ranges Regional Museum, 35-37 Castella Street Lilydale 
18. Former Ferntree Gully Shire office on the corner of Selman Avenue and Burwood Highway Fern 

Tree Gully, in 2017 houses a community health service 
19. Heidelberg School Artist’s Trail plaque for Arthur Streeton’s “Silvan Dam,” c.1930-193, Silvan car 

park. 
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1. HISTORICAL SUMMARIES 
 

 
A brief history of the physical landscape of the Dandenong Ranges 
 
The Dandenong Ranges are a small, distinct group of volcanic highlands separated from the 
mountains of the Great Dividing Range “both by their geographical location and by the 
complexity of their settlement patterns” (National Trust, 1982, p3). Located near the south 
western tip of the Yarra Ranges and draining into the Yarra River system about 35 km east of 
Melbourne, the Dandenong Ranges are less than an hour’s drive or train-ride from the city 
centre. As perhaps the most prominent hills close to Melbourne, with spectacular panoramic 
views, grand forest scenery, exotic fern gullies and diverse wildlife including the iconic 
lyrebird, they have attracted visitors from Melbourne since its colonial establishment in the 
mid-1830s (Context, 2000, p2).  In 2014 the visitation rate to the Dandenong Ranges National 
Park was estimated at two million people per annum (Parkes Victoria, 2014, pp3-5). 
 
A recent history book gives a good overview description of the physical characteristics of the 
ranges: 
 

“Of volcanic origins, the steep-sided main range is oriented north-south on its major axis 
for about 14 km, and rises to an elevation of 633 metres above sea level at its Mount 
Dandenong summit. For the most part it is thickly timbered by a variety of tall 
eucalypts, its higher slopes abounding in forests of magnificent Mountain Ash and lush 
tree fern growth. Temperatures are consistently five degrees Celsius cooler than those 
of Melbourne itself” (Job, 2008). 

 
A National Trust report of 1982 well summarised the natural biodiversity of the place:  
 

“At least 369 native flowering plant species, 150 introduced plant species and 50 
species of ferns are known to occur here. In addition, there are numerous exotic plants 
. . . approximately 25 species of native mammals . . . and over 200 species of birds have 
been recorded. Numerous species of reptiles, frogs and fish also occur. The 
Dandenong Ranges are one of the most important ecological, conservation and 
recreation areas close to Melbourne and contain landscapes of high quality and great 
diversity” (National Trust, 1982, p17). 

 
Parks Victoria administers the “Dandenong Ranges National Park,” which encompasses 3,540 
hectares of bushland across the ranges surrounding the numerous villages located between 
Mt Evelyn in the north and Belgrave in the south. This park’s management plan of 2006 
described the Dandenong Ranges as the remains of an ancient volcano which erupted 
some 300 million years ago near the present day township of Olinda. “The whole block is 
detached from other mountain ranges and it is of an earlier volcanic derivation than most 
other volcanic areas in Victoria.” Weathering and erosion have changed the old volcano so 
much over time that it is now almost unrecognisable (Parks Victoria, 2006A, p11). The area 
retains its rich volcanic soils, described by one resident as “turbo-charged . . . you can grow 
anything here” (Yarra Ranges Council, 2017). The volcanic origins of the place also explain its 
steep slopes which make transport difficult. Roads tend to follow ridge lines or valley floors—
or to be narrow, two-lane ledges cut into the sides of the verdant hills, with little in the way of 
verges or pedestrian pathways. 
 
In his excellent environmental history, Forests of Ash, Tom Griffiths explains that it is only since 
the 1970s that we have understood the geological history of Australia as having originally 
formed part of the ancient continent of “Gondwana”. He describes how the Australian 
continent broke apart from Antarctica 45 million years ago and began drifting northwards, 
gradually “embraced by fire” (Griffith, 2001, pp5-6):  
 



Bronwyn Hanna History & Heritage                14     “Ridgewalk”   2017 

Under the combined assault of soil degradation, aridity and fire, the greenery of 
Gondwana burnished into sclerophylly. The hard-leaved sclerophyll vegetation 
emerged from within the rainforest to dominate and diversify, eucalypts dramatically 
extended their range, casuarinas succeeded araucarias, and grasses replaced ferns, 
moss and fungi. Australia rafted north into warmer climes at a time in planetary history 
when the earth grew cooler, thus moderating climactic change on the continent 
and nurturing great biodiversity. A biotic efflorescence thus accompanied geological 
quiescence. Rainforest retreated to ‘an archipelago of refugia’. (Griffiths, 2001, p.6)  

 

 

 
Figure 7. Albert Charles Cooke, artist and W.H. Harrison, 
engraver 1868. “The Giant Trees of the Dandenong” wood 
engraving published Illustrated Australian News 3 March 1868. 
Collection State Library of Victoria.  

 
This early image emphasizes the distinctive duality of the 
ranges’ landscape—where the tiny human figure on the ground 
gives scale to the giant trees and huge ferns. 

 
 

 
 
Griffiths relates how European colonisers encountered Australia as a country that seemed to 
have two distinct types of vegetation: “one that was antipodean, dry and alien, and the 
other that appeared to be northern, tropical and familiar.” Whereas in northern Australia the 
boundary between these two is often sharp, by contrast “in the southern temperate 
mountain forests, the boundaries are blurred and rainforest can be found in the very midst of 
the eucalyptus forest” (Griffiths, 2001, p1, p8-9). The forests of the Dandenong Ranges are an 
outstanding example of this dual physical geography, where sclerophyll, “Mountain Ash” 
trees soar above a lush understory of ferns associated with Gondwana. Griffiths relates how 
the amateur anthropologist Alfred Howitt visited in 1858; he “stood in wonder under tree ferns 
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in the Dandenongs and reflected that it was ‘one of the tropical looking spots one would 
rather expect to find in the south seas than in Australia. . . We ought to have been a 
thousand miles from Melbourne instead of twenty, so wild and solitary was the scene’” 
(Griffiths, 2001, p117). 
 
 
Three icons of the Dandenong Ranges forest 
 
The three most celebrated natural features of the Dandenong Ranges are its giant Mountain 
Ash trees, its primitive fern trees and its characterful lyrebirds. While none of these are unique 
to the ranges, they are all strongly associated with the locality.  
 
Australia’s Mountain Ash trees (Eucalyptus regnans) can only grow at certain altitudes, and 
with minimal sunlight, so they are found only on the higher reaches of the Dandenong 
Ranges. The Mountain Ash is one of the two tallest growing tree species in the world, along 
with California’s Coast Redwood sequoia. Both species of giant trees encountered by 
colonists in America and Australia in the late 19th century were so tall it was difficult to 
measure them in their crowded forest contexts, and the largest were often logged, making 
the question of which had been tallest difficult to evidence. Sequoias are a species of pine 
tree which does not flower, leaving the Mountain Ash with the clear status of being “the 
world’s tallest flowering plants,” as a Dandenong Ranges National Park interpretation plaque 
boasts in 2017 in Grants Picnic Grounds, Kallista.  The interpretation plaque goes on to state: 
“They can exceed 100 metres in height and live for 500 years.”  In the late 19th century there 
were rumours of Mountain Ash trees topping 400 feet (122 metres) and even 480 feet (146 
metres) in height.  John Muir, “the great American champion of national parks” went on a 
world trip in 1903 to “see all the ‘tree friends’ he had read about and to establish that the 
redwoods were the world’s tallest trees. . .  Muir had to visit Australia because colonists 
continued to boast that their ‘great trees’ were at least ‘rivals of the mammoth trees of the 
Yosemite Valley.’” He visited the photographer J.W. Lindt at his home, “The Hermitage,” at 
Black Spur, just north of the Dandenong Ranges and was thrilled by a bushwalk they took 
“through the best of the great forests hereabouts.” Muir found evidence of shonky 
measurements rather than of trees taller than his redwoods, and concluded with relief that 
“the eucalypts were neither as big nor as old as the sequoias” (Bonyhady, 2000, pp 275-277).  
 

 

 
Figure 8. J. Duncan Pierce, c.1888. “The Baron,” photo 
reproduced in his book of photos, Giant Trees of Victoria, 
1888. Held National Library of Australia.  
 
This tree in the Dandenong Ranges, since felled, was 
named by David Boyle in honour of his friend Baron 
Ferdinand von Mueller. 
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Ferns are an ancient family of plants with some fossils forebears dating back 360 million years. 
This makes them far older than land animals (including dinosaurs). They are “vascular plants” 
with well-developed internal vein structures which allow the flow of water and nutrients but, 
unlike flowering plants, they reproduce from spores, not seeds. Most ferns are leafy plants 
that grow in moist areas under forest canopy and are found throughout the world. “The 
Dandenongs’ tree ferns, soft green mosses and fungi, supported by the moist conditions 
here, are reminders of Australia’s Gondwandan rainforest origins.” (DRNP interpretation 
panel, sighted 2017; (www.home.aone.net.au/~byzantium/ferns/about.html).  When an odd, 
craze for ferns swept the British Empire in the last decades of the 19th century (Wikipedia, 
“Pteridomania”), “The Dandenongs, especially, came under pressure not only from timber-
getters but also from professional fern collectors and excursionists with an appetite for fern-
gathering . . . The colonists' fernmania became the gullies' curse” (Bonyhady, 2000). 
 
Superb lyrebirds live in dense forests on the eastern side of Australia between Victoria and 
Queensland. About the size of a pheasant, they are shy ground-dwellers with powerful legs 
and claws which they use to rake leaf litter for insects and grubs. The males have elaborate 
and cumbersome tails in the shape of a lyre and are also notable for their “stunning ability to 
accurately mimic the sounds of the forests they inhabit” (Taylor, 2014). The lyrebird is one of 
the iconic birds of Australia, and has been closely associated with the Dandenong Ranges 
since Eugene von Guérard’s large oil painting of 1857 featuring a lyrebird in the foreground, 
“Ferntree Gully in the Dandenong Ranges,” became nationally admired. 
 

 

 
Figure 9. A.J. 
Campbell, 
1890. 
“Dandenon
g Ranges 
Gully Head,” 
photograph, 
20 x 12 cm. 
(Source: 
Museums 
Victoria.) 

 

 

 
Figure 10. Stuart Devlin, 1966. Design of “Lyrebird” for 
the Australian ten cent piece when decimal 
currency was introduced (Wikipedia, 2017, 
“Australian ten cent coin”). 
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Forest reserves and national parks 
 
The bushland forests of the Dandenong Ranges have the exotic appeal of a pristine remnant 
of an ancient landscape, but in fact most of the plants are recent regrowth. Historic 
photographs from the turn of the 20th century of now verdant localities like Sherbrooke and 
Olinda show the hills nearly bare of vegetation.  By 1907 the forests of the Dandenong 
Ranges were largely exhausted of timber reserves. These deprecations were exacerbated by 
major bushfires in the early twentieth century. (NT, 1982, pp20, 22; Context, 2000, pp20-25, 
p42; Bonyhady, 2000, p109-117). 
 
Environmental conservationists began protesting the destruction of the Dandenong forests 
from the mid-19th century. The first proposal to protect the ranges as a park was made as 
early as the 1840s but ignored (National Trust, 1982, p25). In 1857 Eugene von Guérard’s large 
oil painting, “Ferntree Gully in the Dandenong Ranges” made the place famous as a site of 
natural beauty and when timber getters began working there in 1861, the Melbourne’s Argus 
newspaper called for a halt. The government responded by nailing up signs warning timber-
getters away but did not formally prohibit logging. “The Argus responded with an editorial 
deploring the attack on the Gully as just one instance of the 'wholesale and indiscriminate 
destruction' of Victoria’s trees.” Further lobbying by Argus journalist and art critic James Smith 
influenced the government moving to proclaim its first “permanent reserves” (Bonyhady, 
2000, p108-109). The Dandenong State Forest was declared under the Land Act 1867, and 
originally encompassed more than 10,000 hectares of land across the ranges.  
 
The Land Act 1867 did not stop logging but sought to minimally regulate it by prohibiting the 
falling of trees less than 18 inches (46 cm) in diameter and charging a modest license fee. In 
1870 the government further introduced special regulations specifically for the “care, 
protection and management” of the Dandenong State Forest which prohibited removing 
ferns, however this measure was not carefully enforced. In 1878, the government excised 
7,500 acres (3,035 hectares or about a third of the original reserve) around One Tree Hill to 
enable closer settlement for small farm subdivision. In 1882 Ferntree Gully National Park was 
reserved as a site for “public recreation” but large numbers of visitors also affected the place 
through trampling, littering and fern collecting (Bonyhady, 2000, p109-117). 
 
By the time a train station was built to Ferntree Gully in 1889, only the upper part of the gully 
was more or less intact. The bottom of the hill. where von Guérard had painted Ferntree 
Gully, had been 'vandalized,’ its 'phenomenal vegetation . . . removed or sacrificed,’ leaving 
it more or less bare” (Bonyhady, 2000, pp116-117). Commentators repeatedly discussed the 
deteriorating appearance of Ferntree Gully using von Gerard’s 1857 painting as a yardstick: 
“At least one visitor in 1866 was disappointed to discover that nature no longer resembled 
art” (Bonyhady, 2000, p110). Finally, in 1928 Ferntree Gully was declared “a national park” 
with significant protections. Over the years, additional land was acquired so when the 
government declared the Dandenong Ranges National Park in 1987, it covered 1,920 
hectares, including the former Ferntree Gully National Park, Sherbrooke State Forest and 
Doongalla State Forest. The park covers largely mountainous country and is a major tourist 
attraction with activities such as sightseeing, picnicking and walking tracks (Context, 2000, 
p72). 
 
A number of scenic reserves have also been set aside in the Dandenong Ranges, usually 
associated with prominent peaks, scenic features, lookouts, geological features or other 
natural features that warrant protection. Two of the most popular of these reserves, which 
offer spectacular views of the surrounding landscape, are Kalorama Park, which overlooks 
the beautiful Silvan Reservoir, and the Mt. Dandenong Observatory Reserve, which provides 
panoramic views of the ranges across the eastern suburbs to the city and the bay (Context, 
2000, p73). The spectacular lookouts of the Dandenong Ranges include: 
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 Burke’s Lookout, Burke’s track, off Eyre Rd, looks west towards Melbourne. It was the 
top portion of Burke’s Doongalla Estate, given to the Crown to make into a reserve 
and is a short walk from the site of the 1938 Kyeema plane crash, now memorialised 
with a cairn and signage interpretation; 

 Glenfern Road, Ferntree Gully, offers views of the Lysterfield Valley with Monbulk 
Creek in the centre and Birdsland apparent in the south west; 

 John’s Hill lookout on Ridge Road off Grantulla Road south east of Kallista, offers views 
to the north east and to the south; 

 Kalorama Five Ways, at the junction of Ridge Road and Mt Dandenong Tourist Road, 
has views both to the south east, overlooking Silvan Dam and to the north west 
towards Melbourne; 

 Mt Dandenong “Sky High” at Observatory Road, has views looking west towards 
Melbourne; 

 The Rock lookout, near Woolrich lookout, (off Chalet Road?), is a historic but now little 
visited lookout with views looking east; 

 One Tree Hill may be accessed via the famous “1000 steps” of the Kokoda Track 
Memorial Walk at Upper Fern Tree Gully, a tribute to the men who fought and died on 
the Kokoda Track in Papua New Guinea during World War II (Context, 2000, p46). In 
2017 a considerable proportion of contemporary tourists to the Dandenong Ranges 
are the joggers who scale this hill every weekend.  

 Woolrich lookout, near the corner of Woolrich Road and Chalet Road, overlooks the 
R.J. Hamer Arboretum to the north towards Lilydale and Yarra Ranges. 
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Brief account of pre-colonial and post-colonial Aboriginal history of the 
region 
 
An estimated one million Aboriginal people were living throughout the Australian continent 
when the British landed in 1788 to establish a penal settlement on Sydney Harbour, about 900 
km north of the Dandenong Ranges. Although colonial strategies varied in different times 
and places, the impact of disease, displacement and violence on Aboriginal people 
throughout Australia harshly transformed their lives but did not destroy their culture. As a 
recent local history of local Indigenous people by the Mt Evelyn History Group proposes, it is 
still possible to provide insights into pre-contact life in the Dandenong Ranges and 
demonstrate the people’s active responses to European colonisation, including resistance 
and adaptation to European ways. There has been a continuing Aboriginal presence 
enriching cultural life in the Dandenongs to the present day (Mt Evelyn, 2016, p4). 
 
Current theories of ancient human migration suggest that anatomically modern humans 
were in Africa 200,000 years ago, eventually travelling through Asia into the north of Australia 
at least 65,000 years ago (Clarkson, 2017). Archaeologists have furthermore established 
evidence of Aboriginal occupation of south east Australia up to 40,000 years ago (Presland, 
1997). This represents perhaps 2,000 generations of indigenous life and culture in this region.  
 
A recent history of Aboriginal people of the norther Dandenongs by the Mt Evelyn History 
Group presents an indigenous story of origins in the local legend told by William Barak’s uncle 
Billibellary of the Woi wurrung tribe, Traditional Owners of the Dandenongs: 
 

Once the water of the Yarra was locked in the mountains. This great expanse of water 
was called Moorool, or Great Water. It was so large that the Woi wurrung had little 
hunting ground. This was in contrast with the Watha wurrungs and the Boon wurrungs, 
whose hunting ground was the lovely flat which is now Port Phillip Bay . . .  
Bar-wool resolved to free the land. He cut a channel up the valley with a stone-axe but 
he was stopped by Baw-baw, the Mountain. He decided to go northwards but was 
stopped by Donna Buang and his brothers. Then he went westwards, and cut through 
the hills to Warr-an-dyte. There he met Yan-yan, another Woi wurrung, who was busily 
engaged in cutting a channel for the Plenty River in order to drain Morang, the place 
where he lived. They joined forces, and the waters of Moorool and Morang became 
Moo-rool-bark, the Place-where-the-wide-waters-were. They continued their work and 
reached the Heidelberg-Templestowe Flats, or Warringal, Dingo-jump-up, and there 
they rested while the waters formed another Moorool.  
Barwool and Yan-Yan again set to work, but this time they had to go much slower 
because the ground was much harder, and they were using too many stone-axes. 
Between the Darebin and the Merri Creeks they cut a narrow, twisting track, looking for 
softer ground. At last they reached Port Phillip. The waters of Moorool and Morang 
rushed out. The country of the Woi wurrung was freed from water, but Port Phillip was 
inundated. (Mt Evelyn, 2016, p2 quoting A. Massola, 1968, Bunjil's Cave: myths, legends 
and superstitions of the Aborigines of south-east Australia) 

 
Although the boundaries of Traditional Ownership of Country are debated, the Dandenongs 
Ranges are located within the central Victorian area inhabited by the Kulin nation of 
Aboriginal people. The Dandenong Ranges were occupied by both the Wurundjeri clan of 
the Woi wurrung (whose main territory was to the west and north) and the Bunurong (from 
the south and east), depending on the season and ceremonial responsibilities. A 1991 plan of 
management for the Dandenong Ranges National Park states: “‘Corhanwarrabul’ was the 
Aboriginal name for the Dandenong Ranges. It appears, from historical accounts that two 
tribes, the Bunurong (Western Port) and the Woiworung (Yarra Yarra), used the Dandenongs 
as hunting grounds during the summer months” (DCE, 1991, p39). In 2000, the Context 
heritage report for the Yarra Ranges Council similarly suggested that the Wawurrong (or 
Woewurrong) people’s Country included the areas of present-day Lilydale, Silvan, Monbulk 
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while the Bunurong (or Boonurong) people’s Country was around the present-day towns of 
Upwey and Belgrave (Context, 2000, p7). In 2006 a Parks Victoria report again noted: “the 
Dandenong Creek was an area where territorial rights existed for at least two clans, the Boon 
wurrung (Westernport) and Woi wurrung (Yarra) tribes, at the time of European arrival. Both of 
these groups are recorded as having camped near the confluence of the Corhanwarrabul 
Creek with the Dandenong Creek Floodplain through the 1830s and 1840s” (Parks Victoria, 
2006B, p9). Volkhard Wehner reported the Olinda early settler Alan Dodd finding Aboriginal 
artefacts on a level area near Sassafras Creek (Wehner, 2008, pp25-26). In addition, 
 

Mrs Aeneas Gunn, eminent Australian authoress, tells of tribal gatherings that took 
place at Monbulk [in the foothills of the Dandenong Ranges], regarded by blacks as a 
sanctuary. There, on the site of the existing football oval, members of various tribes 
gathered to confer on tribal matters. The Yarra Yarra tribe entered the hills by way of 
Fern Tree Gully [from the east]; the Western Port tribe through the creek valleys at 
Emerald [from the south west]; and the Marysville tribes up the slopes from Lilydale 
[from the north]. (Coulson, 1968, p11 quoted in Mt Evelyn, 2016, p12).  

 

 

 
Figure 11. 
William 
Barak, 
c1895. 
Untitled 
(Ceremony), 
ochre, 
watercolour 
and pencil 
on paper, 
56 x 79 cm.  
Collection 
of the Art 
Gallery of 
Ballarat, no. 
1934.5. 
 

 
 
Several early commentators suggested that mountainous areas were not the site of 
permanent habitation “due to the steep, densely forested terrain and cold, wet winters” 
(Context, 2000, p7 quoting Howitt, 1904). Nonetheless several early European accounts 
noted ceremonial business taking place in springtime at sites near Clematis (south east 
foothills of the ranges) and Mooroolbark (north west foothills of the ranges). An old Wurundjeri 
trail was said to run from the junction of the Yarra River and the Woori Yallock Creek to 
Clematis through the eastern foothills of the ranges (McGivern, 1972 quoted in Mt Evelyn, 
2016, p12). Hilary du Cros undertook the first systematic archaeological survey of the 
Dandenong Ranges in 1987 and found stone fragments from the Mount William green stone 
quarry (Griffiths, 2001, pp26). There is a remnant scar tree and scattering of artefacts 
suggesting a pre-contact camp site at Olinda Creek, north of Montrose. Within the 
Dandenong Ranges National Park, more scar trees and artefacts have been recorded along 
the Dandenong Creek. “The scouring of alluvial soils and deposits from upstream may have 
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inundated and removed some scatter sites, however artefacts have been discovered 
throughout the Parklands.” (Parks Victoria, 2006B, p9). Tom Griffiths notes the difficulty of 
making site surveys in the mountain forest “with its poor ground visibility, deep leaf litter and 
rugged terrain . . . surface sites could easily exist and never be found” (Griffiths, 2001, pp25). 
 
The Mt Evelyn history describes how the Dandenong Ranges were used by Aboriginal people 
for food and forest material and as the site of rituals. Between 1839 and 1848 several 
commentators noted the presence of Aboriginal people in the ranges for large ceremonial 
meetings as well as for hunting and gathering food including kangaroos, possums, lizards, 
birds and plants. They apparently moved around on well-defined tracks, probably kept clear 
by burning. A lyre bird hunting party was reported involving 40 men over two weeks. The 
pulpy heart of the treefern was eaten and Austral mulberry used for making fire drills. Bark 
from the stringy barks was used for nets and basket making. (Mt Evelyn, 2016, p11). 
 
Although Europeans did not begin to permanently occupy this part of Australia until the 
1830s, interactions with Aboriginal people in the Port Phillip area in1803 suggest the 
Indigenous people were already bearing the ravages of European diseases such as 
smallpox—probably carried across the continent from Sydney through intertribal trade routes 
of through contact with escaped convicts (reference).    
 
The commencement of European colonisation in the Port Phillip district is symbolised by John 
Batman’s supposed “treaty” with Aboriginal people in 1835, claiming to purchase 600,000 
acres of land there. William Barak, later elder of the Woi wurrung, artist and anthropological 
informant, recalled being present at this occasion as a boy. Batman’s unauthorised initiative 
was quickly invalidated by the Governor of NSW, Richard Bourke. As the State Library of 
Victoria’s “Explore History” website furthermore observes:  
 

Batman's claim to this territory was based on the European idea of land ownership and 
legal contracts—a concept that was completely foreign to the Indigenous people of 
Victoria. For them land was not about possession, but belonging. Territories may belong 
to different groups, but land cannot be bought or sold. Batman also claimed that he 
had negotiated with Aboriginal “chiefs” who were in charge of this land. But he was 
actually negotiating with the tribal elders who weren't, in fact, in a position to sell their 
people's land, even if they had wanted to. (SLVIC, 2017b) 

 
The colonisation of Port Phillip soon led to Aboriginal people being displaced from their land, 
confronted by more European diseases and subjected to violence. William Thomas, 
“Assistant Protector of Aborigines” from 1839 to 1849 documented the rapid decline in the 
indigenous population with his census of the Yarra Tribe (Woi wurrung) which counted 124 
people in 1839 and just 36 people in 1853. “Presland attributes the plunge in the birth rate 
partly to reduced fertility and partly to Aboriginal dispossession and despair for the future of 
their people. They saw no point in raising children when they had lost their lands and 
livelihood” (Mt Evelyn, 2016, p7 quoting Presland, First People, p65). The occupation by 
European settlers of Aboriginal land in the Port Phillip District was fast.  It has been estimated 
that by the early 1840s almost 12,000 Europeans had appropriated the lands of most Kulin 
clans and dispossessed the owners. (Context, 2000, p7 quoting Barwick, 1984). 
 
Coranderrk 
 
In 1860 the Central Board for Aborigines in Victoria was formed to relocate Aboriginal people 
in Victoria onto supervised missions and government stations. Coranderrk was a Aboriginal 
reserve set up in 1863, located about 20km north of the Dandenong Ranges, which became 
home to the Traditional Owners of the region as well as many Indigenous people from all 
over Victoria. It was remarkable nationally as a place where Aboriginal people achieved 
some measure of self-determination and economic independence. 
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A group of Woi wurrung and Daung wurrung had previously attempted to set up their 
own station on the Acheron River. Led by William Barak and Simon Wonga, they 
trekked across the Black Spur to Healesville. The new station they set up was named 
Coranderrk, a name for the Christmas Bush. Wonga is credited with choosing the site of 
Coranderrk, his birthplace, and successfully negotiating the establishment of both the 
Acheron station and Coranderrk . . . By 1878 the station had a population of 148. 
Coranderrk became the largest Aboriginal station, and the only permanent and 
gazetted Aboriginal reserve, in Victoria. Over more than 60 years, about 300 people 
came to live there, only a minority being from Woi wurrung clans . . .  The Aboriginal 
residents were so successful at hop growing, settled village life and agricultural and 
educational endeavours that Coranderrk became a showcase for Aboriginal 
“improvement.” It also inspired envy and land hunger from adjacent non-Indigenous 
farmers. Health problems among the residents, mismanagement and policy changes 
weakened the settlement. In spite of petitions and deputations on its behalf, 
Coranderrk's existence was always precarious. In 1886, consistent with assimilationist 
policy, the Victorian Government ruled that all “half-caste Aboriginal people should 
leave the reserve.” Since most of the able-bodied workforce was of mixed race, the 
station ceased to be viable as a self-supporting settlement. In 1893, half of Coranderrk 
was excised for small farming blocks. The remainder was leased out in 1924, when most 
of the remaining residents were removed to Lake Tyers Reserve in Gippsland. A few of 
the old people, who refused to move, stayed on and cared for the cemetery. The 
remaining land was sold in 1948. Some was allocated for Soldier Settlement blocks but 
no Aboriginal ex-servicemen were permitted to take them up. Healesville Sanctuary 
and Worawa College are situated on former Coranderrk land. The half-acre 
Coranderrk Cemetery, with its numerous memorials to those who lived and worked at 
the station, was returned to the Wurundjeri Tribe Land Council in 1991. The Indigenous 
Land Corporation purchased 0.81 square kilometres of Coranderrk land and handed it 
back to the Wurundjeri Tribe Land Compensation and Cultural Heritage Council in 
March 1998. (Mt Evelyn, 2016, pp28-29)1 

 
Some of the former grounds of Coranderrk have been listed by the Federal Government of 
Australia on the National Heritage List: 
 

The Coranderrk Aboriginal Reserve influenced the development of protection, 
segregation and assimilation policies for Aboriginal people in Victoria during the 1860s. 
Approaches to the 'administration' of Aboriginal people developed at Coranderrk 
provided for a degree of autonomy and self determination unavailable elsewhere in 
Australia until the 1970s. The location and economic circumstance of the reserve, and 
the successful governance and leadership by the Kulin residents during this time, 
resulted in media attention, numerous government inquiries and debates. Practices 
and policies developed and implemented at Coranderrk were adopted elsewhere. It is 
one of the few missions or reserves showing the implementation of policies of both 
segregation and absorption, and the impact these policies had on an Aboriginal 
community.” (Australian Heritage Council, 2017). 

 
 
Recent history 
 
In 1985, the Wurundjeri Tribe Land Compensation and Cultural Heritage Council was 
established to fulfil statutory roles under Commonwealth and Victorian legislation and to 
assist in raising awareness of Wurundjeri culture and history within the wider community 
(Wikipedia, 2017 ”Wurrundjeri”). In 2017 the council runs the “Bullen Bullen” Wurundjeri 

                                                             
1 The moving story of Corranderrk is also presented in Rachel Perkin’s excellent television 
series, First Australians, c2008 (SBS).  
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Cultural Tours at Grants Picnic Grounds in Kallista, which introduces tourists to the local 
Aboriginal history and heritage of the locality and includes a walk through the bush 
indicating the source of pre-contact foods and tools. 
 
Similarly the Bunurong Land Council Aboriginal Corporation is the legal entity which 
represents the Bunurong people.  
 
Both the Wurrundjer and the Bunurong councils have applied for registration under the 
Aboriginal Heritage Act 2006 as the traditional owners of the Dandenong Ranges. As of 
November 2017 no determination has been made.   
 

 
Figure 12. Mural of “The Traditional Lands of the Wurundjeri People of the Kulin Nation” by Indigo Rose, 2010, Located 
in the Montrose Shopping Centre laneway off Mount Dandenong Road. The mural pictures the Dandenong Ranges 
northern foothills with Bunjil the Eagle, Waa the Crow and Binbeal the Rainbow (Serpent). This photograph of the 
mural by Greg Carrick was used as the cover image for the Mount Evelyn History Group’s third edition historical 
account, Aborigines in the Yarra Valley and Northern Dandenongs, 2016.  
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Brief history of European occupation of the locality 
 
Pioneers and pastoralists 
 
The British penal colony established in 1788 in Sydney was the administration centre for the 
colony of “New South Wales” (NSW) which encompassed the entire east coast of the 
Australian continent, including the Dandenongs. Within a few years whaling and sealing had 
begun in Bass Strait, with whalers making temporary bases for themselves on the Victorian 
coastline and conflicting with local Aboriginal people (Mt Evelyn, 2016, p52). In 1802 
Lieutenant John Murray was the first known European to enter Port Phillip, when he reinforced 
the British claim of possession. That year the explorer Matthew Flinders also undertook a 
careful examination of the bay. The following year, in 1803, a British convict settlement was 
temporarily established at Sullivan Bay inside the mouth of Port Phillip (SLVIC, 2017a). Before 
the site was abandoned, convict William Buckley escaped and survived by living for more 
than 30 years among the Watha wurrung on the Victorian south coast (Mt Evelyn, 2016, p52). 
In 1826 a second temporary convict settlement was set up briefly at Corinella 
in Western Port Bay.  It was not until Charles Sturt’s exploratory expedition along the Murray 
River in 1830 that Europeans became serious about colonising the south eastern corner of the 
continent now known as Victoria (SLVIC, 2017a). 
 
In 1835 John Batman lead an unofficial party from Launceston to Port Phillip, choosing the 
site that would become Melbourne. On 6 June he signed two treaties with local Aboriginal 
people, claiming it represented the purchase of some 600,000 acres of land around Port 
Phillip. Soon afterwards, Batman’s transaction was declared invalid by the Governor of NSW, 
Richard Bourke, who described the settlers as “trespassers.” Rather than try to prevent a 
swathe of illegal settlements, Governor Bourke appointed Captain William Lonsdale as the 
government representative for the area and granted the squatters’ some provisional grazing 
rights. In 1837 Bourke visited the Port Phillip settlement and approved a layout plan for 
Melbourne. (SLVIC, 2017a)  
 

 

 
Figure 13. Map of 
pastoral runs in 
1864, shown relative 
to present day 
location of towns in 
the southern end of 
the Dandenong 
Ranges (the 1956 
boundary of the 
Fern Tree Gully Shire 
is marked with a 
broken line) 
(Source: Coulson, 
1959, inside front 
cover). The red oval 
shows approximate 
location of the 
proposed 
Ridgewalk 

 

 
 
The first known Europeans to live in the vicinity of the Dandenong Ranges were the Ryrie 
brothers who drove a large mob of cattle overland from NSW in 1837 and established “Yering 
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Run” in the Yarra Valley about 50 km from Melbourne, about 10 km north of the ranges. 
Around the same time, but more anonymously, wood cutters and their families commenced 
work in the area.  By the early 1850s, it is said that they had cleared out the Yering and 
Mooroolbark areas and up the Olinda Creek Valley into the north of the Dandenong Ranges. 
In 1850 “Mast Gully” in Upwey in the south western foothills of the ranges, was the site of an 
early timber camp. It was named by Captain John Freyer, who saw the potential in the 
place to be a “forest of ships’ masts” and cut several for his own use (Context, 2000, p25). 
Squatter's runs and pastoral stations encircled the Dandenong Ranges by the 1850s but were 
soon broken down into smaller selections and farms. Although most buildings from the 
pastoral era are long demolished in the Dandenong Ranges and region, there are likely to 
be remnant fences or hedges, old exotic trees and shrubs or partial ruins incorporated into 
later buildings (Context, 2000, pp1, 12). 
 
Surveyors and botanists 
 
The scientists were the second wave of Europeans to arrive in the vicinity of the Dandenong 
Ranges. Surveyors measured and mapped the land, and botanists recorded, catalogued 
and took samples of the remarkable flora —both crucial initial steps in the domestication of 
the landscape. Government officials, Robert Hoddle and T.H. Nutt, surveyed the Yarra Valley 
north of the Dandenong Ranges in the late 1830s and early 1840s. They made local maps 
recording the location of early pastoralists and (re)naming creeks and geographical features 
from their traditional Aboriginal names. A 1841 map of the wider Port Phillip region by William 
Thomas indicates both colonial and Aboriginal places of note (see Figure 4). At this time the 
Dandenong Ranges were also known as the “Western Port Ranges” and the 
“Corhanwarrabul Ranges” (Context 2000, p5; Mount Evelyn, 2016). The name “Dandenong” 
comes from the language of the Woi wurrung Wurundjeri Traditional Owners, although its 
traditional application and meaning is uncertain. Some consider it to be related to the word, 
"tanjenong," supposedly meaning "lofty mountains” (Wikipedia, 2017 “Dandenong”) while 
others state the name relates “to waterways in general, and not to mountains or ranges, as 
indicated by the ‘ong’ ending” (https://visitdandenongranges.com.au/history). 
 

 

 
Figure 14. 
David Boyle, 
c.1870s. 
“Trichomanes 
remosum, 
Trichomanes 
rigiduni, 
Found in the 
Ferntree 
Gullies of the 
Dandinong 
ranges” ink 
on paper. 
Collection of 
the Royal 
Botanical 
Gardens 
Herbarium 
Library, 
Melbourne. 
(Photo B. 
Hanna) 
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The entrepreneurial botanist Daniel Bunce is thought to have been the first European to visit 
the Dandenong Ranges when he travelled to Mount Koronth Marabool with a group of 
Aboriginal guides in 1839 (Coulson, 1959; Fox, 2004, p67). He left an account of this visit in his 
published memoirs (Bunce, 1859). Nearly fifteen years later, Baron von Mueller spent a week 
in the ranges shortly before his appointment as Government Botanist. It was his first foray into 
the Australian bush and a harbinger of his internationally illustrious career as a collector and 
disseminator of Australian flora. There is an account of that trip written by his unnamed 
companion which mentions that yet another botanist, named “Swainson,” had been 
commissioned by the government to describe the eucalyptus genus. “During the last three 
months he has been residing in the Dandenoy, in which place alone he has discovered 
some hundreds of species” (Anonymous, 1853, p.614). Mueller nurtured a network of 
enthusiasts to collect botanical specimens for him, including the loyal and productive local 
horticulturalist, David Boyle who also executed hundreds of botanical drawings of plants from 
the Dandenong Ranges and named a giant Mountain Ash tree after Mueller: “The Baron” 
(Pretlove, 2012), despite this, it was soon logged. 
 
Mid 19th century: separation, gold rushes and roads 
 
In 1850 the Australian Colonies Government Act provided for the separation from NSW of the 
Port Phillip District, to be known as Victoria, with Charles La Trobe as the first Lieutenant-
Governor of the new colony. The following year, in1851, the first report of the discovery of 
gold in Victoria was reported in Warrandyte, just north of the Dandenong Ranges; also in 
Clunes near Ballarat and Mount Alexander near Bendigo. The resulting gold rush led to a 
period of huge population growth and prosperity in Victoria as immigrants arrived from all 
over the world to try to make their fortunes. (SLVIC, 2017a; NT, 1982, p39). Although no gold 
was found in the volcanic Dandenong Ranges, it was affected by the establishment of a 
more direct route from Melbourne to the goldfields in the Yarra Valley around the north of 
the ranges. The construction of the famous “Yarra Track” by the government in 1863 enabled 
Cobb and Co. coaches to establish a route there in 1874 and resulted in gold diggers from 
all over the world flooding into the region (NT, 1982, p55; Context 2000, p30). 
 

 

 
Figure 15. Henry 
Brinton 1846. 
“Corranwarribil 
with portrait of 
self and faithful 
Gypsy,” pencil 
drawing on 
paper, 14 x 30 
cm. Collection of 
the State Library 
of Victoria. This is 
the earliest 
recorded 
European 
depiction of the 
Dandenong 
Ranges in the 
collection of the 
State Library of 
Victoria. 
 

  
 
Logging and timber getting  
Timber-getters were active throughout the ranges from the mid-19th century to the mid 20th 
century. In the early days transport of logs to the Melbourne markets was exceedingly 
difficult using bullocks to drag logs along steep dirt roads before the rail links from Melbourne 
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to Lilydale and Ferntree Gully were opened in the 1880s. The early history of Olinda is 
particularly associated with the timber trade including the timber getter George Holden.  The 
decimation of much of the vegetation throughout the ranges was the result of this 19th and 
early 20th century history of logging, exacerbated by several devastating forest fires in the 
early 20th century. “As Griffiths points out, the awe that the forests inspired did not deter the 
European settlers from destroying them. Settlers cleared and ‘improved’ the land for 
agricultural and grazing, and exploited mineral and timber resources, leaving behind a 
profoundly altered landscape,” (AHC, 1994, p12). Many of the earliest images depicting the 
Dandenong Ranges at close quarters show it in the process of being logged, either before, 
during or after. These are sometimes celebratory images of progress, of the wilderness being 
tamed, but often these images are obviously critical of the scenes of devastation they 
depict.  
 

 
Figure 16. Anonymous, 1865. “Woodsplitter’s hut, Fern Tree Gully,” Wood engraving reproduced in Illustrated 
Australian News for the Home Reader 23 November 1865, p6, collection of the National Library of Australia.  
 
“This wood engraving showed a splitter's hut with a large clearing in front and a wall of giant dead eucalypts 
behind. A bank of tree ferns still rose above the hut, but the News explained that they were just a fraction of what 
had once stood there. Because of the 'havoc' caused by the splitters, the remaining ferntrees failed 'to give an 
adequate idea of the enchantment which their graceful frondage [once] lent to the scene'“(Source: Bonyhady, 
2000, p110-111). 
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Figure 17. Robert Bruce, 1869. “Swift’s timber skid, 
Olinda Creek,” wood engraving from the Illustrated 
Australian News, file copy. Collection of the State 
Library of Victoria. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
  

  
 
Figure 18. 
Anonymous, 
1873? “Splitters 
in the 
Dandenong 
Ranges,” print 
from wood 
engraving 16 x 
26 cm. 
Collection of 
the National 
Library of 
Australia, 
no.PIC Volume 
1022 #S5002. 
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(Above) Figure 19. Photo of view over 
Sassafras Creek valley towards 
Sherbrooke, 1914. (Source: Images of 
Yesteryear, reproduced in Sherbrooke 
Foothills Historical Society, 2014) 
 
(Left) Figure 20. Hand coloured photo of 
Olinda township, c. 1900. (Source: 
Sherbrooke Foothills Historical Society, 
2014) 
 

 
 
Selection and early farmers  
 
The natural advantages of the land surrounding the Dandenong Ranges included fine 
pastures, plentiful water supply and proximity to the Melbourne market. This favoured a 
change to farming and dairying after the subdivision of the squatter's runs and large pastoral 
stations from the late 1850s. A series of Selection Acts were passed by the colonial 
government in the 1860s with the objective of replacing the large pastoral properties with 
more modest-sized family farms. This, in combination with the gold rush from 1851, meant 
there was an influx of people into the region, most of whom were considerably less affluent 
than the first wave of pastoral settlers.   
 

 

 
Figure 21. c.1920s. “A selector’s home, Dandenong Ranges,” 
historic photo. (Source: Dandenong Ranges Scrapbook 
online, 2017) 
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The first settlement on the main range of the Dandenongs was at Harmony Vale near the 
Silvan-Olinda forests in 1855 (National Trust, 1982, pp 18, 25, 34, 39). This settlement in the 
Kalorama valley began when the Child, Jeeves and Richardson families selected land 
beside Olinda Creek (Context, 2000, p13). Through the 1860s and 1870s selectors obtained 
land in parts of present-day Sassafras, The Patch, Olinda, Kallista and Sherbrooke. There are 
many accounts of their experiences and hardships in clearing their blocks, of the floods and 
fires and the difficulties of coping with mountainous blocks and unsuitable soils. Their first 
homes were often slab and bark huts, later replaced by weatherboard houses with roofs of 
corrugated iron as the farms became more prosperous (Context, 2000, p14) 
 
In the 1890s there were a number of “village settlements” established by the Victorian 
government in response to the severe depression consequent upon the 1892 collapse of the 
banking system. It was thought that moving unemployed men and their families from inner 
Melbourne suburbs to the countryside would have moral as well as social benefits. About 
6,500 acres of land was excised from state forests in the Dandenong Ranges including land in 
the Mt. Evelyn, Mt. Dandenong, Kalorama, Ferny Creek, Olinda, Sassafras, Sherbrooke, 
Kallista, The Patch and Monbulk. Again settlers were assigned densely forested lots which they 
had to clear. They ring-barked and felled forest trees, planted berries and vegetables and 
lived in timber shacks.  Few had farming experience and within two decades the blocks were 
largely deserted. In the 1920s the denuded land was being sold to city people wanting a few 
acres with a view (Context, 2000, p16).   
 

Local historian Volkhard Wehner gives a helpful explanation of this process in providing 
historical context for his study of Edna Walling gardens later in the 20th century: 
 

“To stem urban poverty in Melbourne caused by the economic collapse in the 1890s 
following 'the roaring eighties', the previously reserved state forest on the higher 
reaches of the Dandenongs was in substantial part 'thrown open' by the colonial 
government for settlement by farmers, gardeners and other city dwellers who had 
been impoverished and made destitute. The various acts passed by the Victorian 
Parliament endeavoured to establish a series of 'free' and assisted 'village settlements' 
whose settlers it was hoped would become self-sufficient primary producers . . . 
 “The village settlement scheme was doomed from the start for a variety of reasons, 
notably the small size of the blocks (10 acres, i.e. 4 hectares), which made them 
nonviable. Many of these allotments—especially those taken up originally by village 
settlers—had by the end of World War I been abandoned, neglected or subdivided. By 
that time blocks were often sold at nominal prices, and many visitors from the nearby 
city used the opportunity to pick up a holiday block—often with a fairly 'basic' cottage 
built by the original settler thrown in with the price. The result was that, especially 
between the two wars, the Dandenongs were studded with holiday houses and shacks 
which were owned by absentee city owners who would occupy them only 
occasionally, for example during holiday times. Some of the newcomers, however, built 
themselves quite substantial timber or stone houses. 
“It was often the 'second-generation' owners of these properties who were financially 
able, and aesthetically inclined, to layout gardens purely for pleasure. Those with the 
appropriate financial means employed local or city gardeners to do the work for 
them” (Wehner, 2006, p10) 
 

After World War I, settlement into small family farm blocks was again advocated, this time as 
a repatriation scheme for returned soldiers. Since many came from Melbourne, there were 
strong concentrations of soldier settlement in dairying and market garden areas in the 
foothills of the Dandenong Ranges. These schemes were, again, largely unsuccessful.  The 
farms were too small and over-valued. The soldiers often lacked farming skills and did not 
have enough time to get established before repayments were due.  Failure was especially 
high in mountain forest areas where the land was unsuitable for farming (Context, 2000, p17). 
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Figure 22. State Forest boundaries within the southern part of the Dandenong Ranges (within the Fern Tree Gully 
Shire, marked with broken line) in 1867, 1872, 1878, also showing areas excised from the forest in 1893, 1894 and 
1918. (Source: Coulson, 1959, inside back cover). Red oval shows approximate location of the proposed 
Ridgewalk. 

 
 
Remnants of residences dating from these phases of selector settlement remain throughout 
the Dandenongs including: 

 The Montrose Historical Cottage, c.1880, at 935 Mount Dandenong Tourist Road , 
home of the selector Robert Riddett. The cottage was saved by Lilydale Council in 
the 1980s by being purchased, moved and restored (listed on heritage overlay); 

 Westhill (formerly known as Temora), 1879 at 15 Lara Court Mt Evelyn, built for John 
Nicholson (listed on heritage overlay); 

 Mount Heatherlea at 38 Park Drive Belgrave Heights, 1870s, owned by selector 
Ormond C. Smith (listed on heritage overlay);  

 Rainbow Gully Farm, c.1880 at 519 Olinda Basin Road Olinda was built not for a 
selector but for district pioneer George Dodd (listed on heritage overlay); 

 Coonara Springs, Olinda, home of Simeon Nicholas Kent, teamster and village settler; 
 Merrimu house, c1890s at 1 Merrimu Street Sherbrooke is thought to retain remnants 

dating from the era of village settlement (listed on heritage overlay); 
 Remnants of the Doongalla farm, on the western slopes of Mount Dandenong, dating 

from the 1890s, now a picnic ground within the Dandenong Ranges National Park; 
 There are thought to be two original shacks from the Scoresby Village Settlement of 

the 1890s on the slopes above Upwey (Context, 2000, pp14, 15, 16, 84).  
 The oldest surviving intact house at Mt. Evelyn was built c1896 for Samuel and Sarah 

Cottingham; it was a fruit-growing property which was transformed in the 1920s into a 
guest house. 

 One Olinda nursery established in the 1920s was saved from subdivision as a result of 
a heritage battle during the 1980s. Mr J. Williams’ nursery on Perrins Creek Road 
specialised in growing conifers and trees as well as Rhododendrons and Camellias. In 
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the early 1980s, a campaign was successfully run to purchase the historic property to 
turn it into a public reserve (Context, 2000, p41). 

 
While vineyards and dairying were successfully undertaken in the Yarra Valley, fruit growing 
was more successful in the ranges. Berry farms flourished in the mountainous areas where 
selectors and Village Settlers struggled to gain a living on steep allotments, often on the 
edge of the forest. In the 1870s, fruit growers in places like The Patch and Seville had their 
raspberries carried down to Melbourne by bullock wagon. After the arrival of the railway at 
Lilydale in 1882, easier transport brought greater prosperity. In the 1890s, berry growing and 
orcharding was practised in the village settlements in the Dandenongs. After World War I, 
Montrose became a district where apples, pears and plums were produced, as well as cut 
flowers and nursery seedlings. An important manufacturer in the area was the Monbulk Jam 
Factory, which operated from 1909 until 1990. At first it produced the ‘Quail’ brand, only 
adopting the name ‘Monbulk Jam’ in 1927 (Context, 2000, pp38-43). 

 

 
 
 
Figure 23. Photo of a jar of Monbulk jam, still widely marketed across Australia, 
which is grown in the eastern foothills of the ranges. (Source: Hong Australia 
Corporation) 
 
This may be the design work of Eveline Harvey, a local graphic artist who 
undertook much of the graphic design for the company over many years, 
according to historian Margo Heely. 

 
Flower farming flourished in the ranges during the 20th century. After the First World War, 
farmers in the old village settlement areas in the higher slopes grew cut flowers and nursery 
seedlings on flower farms that have survived because of the high productivity of these crops. 
From the 1920s, flower farming flourished also in the Mt. Evelyn district. Major Keziah Money, 
who settled therein 1926, supplied cut flowers to G.J. Coles in Melbourne from his “famous 
gladioli farm” in McKillop Road. By the 1950s, other Mt. Evelyn farmers had begun to make a 
living growing gladiolis, lilium, violets and roses for the cut flower market. During the 1920s 
Olinda also saw the beginnings of a prosperous nursery industry. The popular Rhododendron 
Festivals, held on Melbourne Cup Day Weekend, began during this decade. Cloudehill 
Garden and Kejoma Garden at Olinda are on the site of the well-known nurseries run 
cooperatively by brothers, Ted and Jim Woolrich. Jeremy Francis designed the present 
Cloudehill Garden and Kejoma gardens while retaining some old plantings from the historic 
Woolrich Nursery. One of the most successful areas for flower farms was Silvan, where Dutch 
migrant Cees Tesselaar’s tulip farm prospered during the post-World War II era (Context, 
2000, pp40-41).  
 
Transport 
 
Many of the early tracks and roads followed by European settlers followed the already 
established Aboriginal pathways, and are the basis of routes still used by some contemporary 
highways. Some of these early tracks can be seen on early survey maps, pastoral runs and 
pre-emptive right plans (Context, 2000, p57) 
 
District road boards were established from the early 1850s as the earliest form of local 
government to develop the quality and network of roads. With the formation of the Country 
Roads Board by the Victorian Government in 1912, the state’s roads were further improved, 
and closer settlement within the Dandenong Ranges region followed. Nonetheless, the 
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difficult terrain of the Dandenong Ranges, particularly around Mt Dandenong and Olinda, is 
still apparent in the twisting, curving road system (Context, 2000, p45, 58). 
 
Local tram lines were built throughout the region to help move goods more efficiently. For 
example, in 1903-34 the 22 km long Cave Hill tramway was built as a part of the limestone 
quarry and works for David Mitchell (father of Nellie Melba), for transporting timber from Mt. 
Evelyn for use in the lime kilns. Some of the tramway track lines were still visible in 1990 and 
have been incorporated into part of the Lilydale Lake Trail, a popular heritage walk (Context, 
2000, p60) 
 

 

 
Figure 24. Recent 
photo of Puffing Bill 
tourist train crossing 
the historic trestle 
bridge at Selby. 
(Source: Visit 
Victoria) 

 

 
 
The extension of railway services eastward from Melbourne to Lilydale in 1882 was a major 
factor in the development of the Dandenong Ranges and region more generally. Railways 
allowed for easier marketing of produce from dairy farms, orchards, berry farms and 
vineyards, and brought large numbers of tourists and holiday-makers into the area. The 
construction of a branch line to Upper Ferntree Gully in 1889 later improved transport into the 
southern ranges. In 1900, a narrow gauge railway opened up a further 30 km of line between 
Ferntree Gully and Gembrook, via the station now known as Belgrave. The narrow gauge 
was cheaper to build and better at negotiating hills and bends but it made for a slow 
journey: “Puffing Billy,” as the little engine on the line was known, was not permitted to travel 
more than 15 m.p.h. Between 1958 and 1962 the narrow-gauge 2' 6" line between Ferntree 
Gully and Belgrave was upgraded to broad-gauge 5' 3" and electrified. The remnant of the 
narrow gauge line to Gembrook closed in 1954 but in 1958 was re-opened by a volunteer 
community group. As the last working example of an historic Victorian narrow gauge railway 
running through magnificent forests, it is a major tourist attraction. Its railway trestle bridge on 
the Belgrave Gembrook Road at Selby has been described as “the region’s most famous 
bridge on its most famous railway line . . . probably [its] most photographed structure” 
(Context, 2000, p, 61-64; Wikipedia, 2017, “Ferntree Gully, Victoria”).  
 
The metropolitan train used to continue from Lilydale across Mt Evelyn to Warburton but it 
was considered uneconomic and closed down in 1965. The track was taken up and 
replaced with a rail trail now popular with pedestrians and cyclists. Similarly the train line from 
Lilydale to Healesville was closed down around the same time, but its track remains in place, 
at least in some places, although disused. At Yarra Junction an art installation of wooden 
train rails is gently deteriorating in the weather, like the historic rail trails nearby. [Get details of 
this art installation?] (Phillips, 2017). 
 
The arrival of the motor car in the first decades of the 20th century brought revolutionary 
changes to transportation and profoundly changed the way of life for most Victorians. From 
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the beginning, the motor car expanded the possibilities for tourism. Bodies like the RACV 
published motor touring routes to the Dandenongs and other popular holiday locations. 
Roads through the ranges formed part of popular tourist routes from Melbourne associated 
with the great Melbourne institution—“the Sunday Drive.” In addition, the built environment 
has been adjusted to cater for motorists with the construction of better roads, cafes and 
supermarkets. The Tutt & Storrie Garage at Sassafras, still with its old petrol pump (although no 
longer in use), is a rare surviving example of a motor garage from the early 20th century. 
(Context, 2000, p64) 
 
Bushfires 
 
Mountain Ash forests in the central highlands of Victoria “form the major part of one of the 
world’s most fire-prone areas, marked by a history of severe bushfires” (AHC, 1994, p12).  
Whereas it is now understood that Aboriginal people managed the landscape for eons 
through “fire stick farming” (Gammage, 2012), Europeans have been less successful. Since 
the early days of colonisation, bushfires in the Dandenong Ranges have repeatedly 
destroyed trees, sawmills, farmland, townships and houses, and caused loss of life to people, 
stock and native animals. The threat of fire is a constant concern for hills people. One 
resident explained: “when it goes up, it is like Mount Vesuvius . . .  The eucalyptus oil vaporises 
in the heat and explodes . . . In these communities the fire brigades are revered” (Garland, 
2017). 

 
Figure 25. William Strutt, 1865. “Black Thursday, 6 February 1851,” oil on canvas, 107 x 34 cm. Collection of the 
State Library of Victoria.  
 
This painting adopts the grand scale and figurative conventions of the 19th century European history painting and 
applies them to the tragic and dramatic Australian historical event of the Black Thursday bushfires of 1851. 
Unfortunately for Strutt, this ambitious but bizarre generic painting, set within the region of the Dandenong 
Ranges, did not find an interested buyer for 20 years (Bonyhady, 1987, 70). 

 
 
A catastrophic fire in 1851 in Victoria resulted in terrible loss of human life, stock and land: 
”the glare from the burning bush around Dandenong [could be seen from Melbourne], the 
whole of that portion of the country being in flames” (The Argus, 10/2/1851, p2). In 1898 new 
selectors in Kallista, The Patch and Selby suffered in the bushfires which stretched from 
Wandin and Monbulk, through South Sassafras to Menzies Creek and reportedly burnt the 
Scoresby Village Settlement at Mast Gully to the ground. In 1913, fire swept through Sassafras 
and Monbulk, destroying the Monbulk school and hall. The bushfires of 1923 and 1926 
resulted in loss of much forest area as well as many guest houses and weekenders, and had 
a devastating effect on tourism and the popularity of the locality as a summer resort. The 
“Black Friday” bushfires on 13 January 1939 raged across Victoria destroying vast areas of 
forest and pasture, and claiming 71 lives. In the Dandenong Ranges the Silvan Dam was 
badly burnt. In 1962 fires spread from The Basin to One Tree Hill, Sassafras, Ferny Creek, 
Olinda, Kalorama and Monbulk. Consuming more than 60,000 hectares, much of the ridge 
area was burnt out including 138 homes, mainly at Olinda and Kalorama, as well as valuable 
pine plantations and plant nurseries. The 1983 “Ash Wednesday” fires, which began at 
Belgrave Heights, spread through the heavily populated areas of Tecoma and Belgrave 
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South, causing widespread evacuations and damage. These fires were unusual in that they 
did not affect the main ridge of the Dandenongs but the effect on the whole of the old Shire 
of Sherbrooke was widespread. “The once picturesque Dandenong Ranges . . .  resembled 
charred battlefields” (Context, 2000, p33-34 quoting The Bulletin 11 March 1983). Victoria’s 
“Black Saturday” bushfires of 2009, centred on Kinglake and Marysville near the Dandenong 
Ranges, were Australia’s worst on record, resulting in the death of 173 people. In Upper 
Ferntree Gully a fire damaged the rail track and caused the closure of the Belgrave railway 
line, as well as all major roads (Wikipedia, 2017 “Black Saturday Bushfires”). 
 

 

 
Figure 26. 
Arthur 
Streeton, 
1926. 
“Bushfire 
blue,” oil on 
canvas, 51 x 
77 cm. 
Private 
collection. 
(Source: 
Australian 
Arts Sales 
Digest) 

 

  
 
Figure 27. Nora Gurdon (1881-1974), c.1920s. “Olinda 
After the Fire,” oil on canvas board, 33 x 26 cm. Private 
collection. (Source: Australian Art Auction Records) 
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Figure 28. Fred Williams, 1968. 
“After Bushfire (3),” gouache, 
synthetic polymer paint, earth 
pigment and charcoal, 57 x 76 
cm. Collection of the National 
Gallery of Victoria, no. AC7-1980 

 

 
 

 

Many artists associated with the Dandenong Ranges have depicted bushfires over the years, 
sometimes having experienced their monstrous power at close quarters, and probably also 
because the threat posed by fire looms large in the consciousness of hill dwellers. These 
included Eugene von Guérard, Hal Gye, Arthur Streeton, Charlie Hammond, Naylor Gill and 
Lin Onus among many. 
 
Three disasters on Mount Dandenong 
 

 Montrose Landslip 1891, stretching from “within 100 ft [30 metres] of the summit of 
Mount Karawerabool [now called Mount Dandenong] . . . extended down the whole 
northern slope, afterwards following the creek for over a mile [1.6 km]” No-one was 
killed although there were injuries and considerable damage to property (Morning 
Bulletin, 5/8/1891 p6, see also Lilydale Express 21/8/1891 quoted in McLennan,  pp36-
37; Phillips, 2017). 
 

 
 
 

 
Figure 29. “The Devil’s Elbow Mount 
Dandenong, Scene of the coach 
accident marked with a cross.” 
(Source: The Leader (Melbourne) 6 
January 1912, p.26) 
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 A coach wagon which tipped over the steep side of Old Coach Road near 
Kalorama Five ways on Mount Dandenong in 1911, sliding down a gully some 80-100 
ft (24-30 metres) (The Argus, 28/12/1911 p5). The coach’s horses were killed but none 
of its passengers—although several suffered injuries. This incident inspired at least two 
literary works: “The Shirker,” a short story by local resident Beatrice Parsons (Parsons, 
1917), and “The Brooklyn Drag,” a ballad by local historian and poet John Lundy-
Clarke (Phillips, 2017). 

 The Kyeema plane crash into Mount Dandenong on 25 October 1938, killing 18 
people including both passengers and crew. The passenger flight from Adelaide 
encountered fog over Melbourne and overshot the airport at Essenden to crash into 
Mount Dandenong, close to its summit. The crash site has been marked with a 
memorial cairn and interpretation signage. The crash had far-reaching historical 
consequences. A public uproar about the loss of so many lies resulted in an “Air 
Accidents Investigation” which made recommendations that would become “a 
watershed in the development of the nation’s entire civil aviation administration and 
the functioning of its airways system . . . to establish a Departmental Flight Checking 
system . . . [which] would not only be unique in the world, but in time would come to 
be regarded as the safest in the world, placing the country in a position of eminence 
among aviation nations far out of proportion to the size of its population” (Job, 2008, 
p54). 

 

 
 

 
(Above) Figure 30. Photo of the crash site of the Kyeema, 1938. 
Held by the Mt Dandenong & District Historical Society, 10x15 
cm (Source: Victorian Collections online) 
 
(Left) Figure 31. Norman Clifford, 2008. “Impending Doom,” oil 
on canvas. Painting commissioned by the Mt Dandenong & 
District Historical Society imagining the Kyeema amongst the 
trees in its final moments before impact. (B. Hanna phot of the 
painting display in the historical society’s meeting rooms in 
Kalorama) 

 
Tourism, weekenders and guest accommodation 
 
From the 1860s onwards the Dandenongs attracted visitors from Melbourne who enjoyed the 
magnificent, panoramic views obtainable from places such as One Tree Hill and Mount 
Dandenong (NT, 1982, p25). Hundreds of holiday-makers were also attracted by the natural 
“beauty spots”—the ash forests, fern gullies, waterfalls, farming landscapes and picturesque 
villages. In a 1920s tourist brochure, the Dandenong Ranges was described as “Melbourne’s 
Mountain Park and Pleasure Ground . . .  replete with sylvan charm.” A 1928 tourist map of 
the Dandenong Ranges showed the Sherbrooke Falls picnic ground and walking tracks, 
Olinda Falls near Lyrebird Creek and the Dandenong State Forest with its many walking tracks 
and picnic grounds, and an “Old Tram Track” along the Monbulk Creek (Context, 2000, 
pp70-71). 
 



Bronwyn Hanna History & Heritage                38     “Ridgewalk”   2017 

These “beauty spots” were also valued for their health-giving properties. The early 20th 
century was a time when people considered sunshine and fresh air to be virtuous, and 
preferably experienced in a rural setting. In places like the Dandenongs visitors could enjoy 
healthy recreational activities such as bushwalking, swimming and picnics. Walking clubs for 
men became popular in Victoria from the 1880s. The Field Naturalists Club was formed in 
1880, followed in 1894 by the Melbourne Amateur Walking and Touring Club. Women were 
not initially permitted to join these clubs but a Melbourne Women’s Walking Club was formed 
for them to join in 1922. Tourists continue to enjoy walking along the historic park, rail and 
timber trails, and weekend early morning riding the roads through the ranges has become 
very popular with cyclists (Context, 2000, pp71-72). 
 
The advent of tourism led to the construction of grand holiday houses for wealthy Victorians 
and more modest “weekenders” for others. Guest houses were a major form of holiday 
accommodation during the mid-20th century, providing a variety of facilities such as formal 
dining room, ballroom, tennis courts and croquet lawn. Often there was a transport service to 
and from the nearest railway station. Visitors enjoyed going on long walks to “beauty spots,” 
horse riding or attending dances.  The Devonshire tea tradition (English Breakfast tea with 
scones, cream and jam) was also a feature of the Dandenongs. There are several surviving or 
former guest houses and other tourist infrastructure in the ranges including: 

 Lorna Doone, 1904 at 333 Mt Dandenong Tourist Road Sassafras (heritage-listed); 
 Rostrevor, 411-415 Mt Dandenong Tourist Road Sassafras (heritage-listed);  
 Marybrooke (also known as the Baron of Beef again), Sherbrooke; 
 Lurnea, c1930, 31-33 Monbulk Road Belgrave; 
 Ardoch House, 39 Monbulk Road Belgrave; 
 Whitehall Lodge, 24 Gully Crescent Belgrave (Context, 2000, p86); and 
 Kallista Tearooms, 103 Monbulk Road Kallista. 

 

 
Figure 32. A picnic c.1880 “gathered near the single tree from which One Tree Hill derived its name.” While this tree 
was the only one left standing to act as a landmark after loggers swept across the hill, it appears to be already 
dead in this photo and any trace of it has since disappeared under the proliferation of new growth trees in the area. 
(Source: Coulson, 1959) 

 
 
During the twentieth century, affluent holidaymakers built substantial “rural retreats” which 
were often architect-designed and landscaped.  The grander properties in the Dandenongs 
and region include: 
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 Burnham Beeches at 1 Sherbrooke Road Sherbrooke, designed by Harry Norris and 
built for the Nicholas family (who manufactured “Aspro” pain killers); 

 Strathalbyn at 26 The Crescent Sassafras, 1938, also designed by Harry Norris for the 
Nicholas family; 

 Coombe Cottage, Dame Nellie Melba’s retreat at 673-675 Maroondah Highway 
Coldstream, architect-designed and in a splendid garden setting, at Coldstream; 

 Kenloch at Mt Dandenong Tourist Road Olinda was built in 1918 for the Kennon family 
on an arboretum and nursery established by C.H Kauper; it has been a restaurant 
and is currently a private home (Context, 2000, pp2, 73-74, 87; VHR listing for Mawarra 
p87); 

 Mawarra , 6 Sherbrooke Road, Sherbrooke; house designed by Harold Desbrowe-
Annear and gardens by Edna Walling (said by Walling to be her finest work);  

 Nalparingan, 328 Glenfern Road, Upwey built in the early 1920s for Mrs Elinor A. 
Waldock and landscaped by Edna Walling (heritage-listed);   

 Ty Coed, Billy Hughes’s weekend in Sassafras at 3A Clarkmont Road, where he spent 
much of his recreational time between c.1910s and 1941 and where he entertained 
the Prince of Wales (later King Edward VIII) for a day or more in 1920. 

 Miller Short House, also known as Ventura at 55 Mast Gully Road Upwey, designed by 
Frederick Romberg. 

 
In the middle of the market were the basic “weekenders:” usually a single storey bungalow 
with a garage, built for lower middle class people who could afford a modest holiday house 
as well as their primary suburban home. At the lower end were camping grounds and 
caravan parks. A list of camping sites in the Dandenongs prepared in 1928 by the Combined 
Progress Association suggests that campers were allowed to occupy pleasant sites on Crown 
Land, for example at the junction of the Emerald and Sassafras Creeks. Here they could 
bathe, shoot or fish, providing the fishing and game laws were observed. The Auto Camp at 
Belgrave Lake Park (formerly the Dandenong Reservoir) was another popular camping 
destination from world War II until the early 1970s.  Two early youth camps which opened in 
the 1940s were (the Christian) Camp Waterman at Monbulk and (the socialist) Camp Eureka 
at Yarra Junction (Context, 2000, pp75-77, 91).  
 
The Horatio Jones house at Tecoma, built from old kerosene tins bearing their original labels 
still, is regarded as an important remnant of depression-era housing, constructed by a 
Gallipoli veteran whose family had gone broke. The place is rare for its construction out of 
modest, vernacular building materials and also for its historic associations with prominent 
literary and artistic figures who were entertained there. 
 
Gardens 
 
There are many beautiful gardens in the Dandenong Ranges, both private and public, and 
especially in the upper mountains areas of Olinda and Sherbrooke. These are typically 
characterised by a blend of native forest flora with exotics imported from overseas, and form 
an important part of the cultural heritage of the locality.  
 
One of Australia’s most admired garden designers is Edna Walling, who not only created 
numerous gardens for wealthy residents in the Dandenong Ranges, but also made her own 
home on the northern edge of the ranges in Mooroolbark—where she designed her own 
village called “Bickleigh Vale.” There she designed a house and garden for herself in 1921, 
called “Sonning,” and sold subdivisions from the approximately 10 hectare block of land only 
to people who were prepared to accept designs for cottages and gardens prepared or 
approved by Walling (Wikipedia, 2017)—resulting in a coherent group of some 30 cottages. 
People come from all over Australia to see this remarkably beautiful village and it has been 
listed on the Victorian Heritage Register for its significance as:  
 



Bronwyn Hanna History & Heritage                40     “Ridgewalk”   2017 

“the major work of its creator, the gifted and single-minded landscape designer Edna 
Walling . . . The village survives as her largest single creation, and is significant for the 
retention of much of the landscape character as planned by Walling, and the survival 
of many cottages created or approved by Walling, as well as garden plantings inspired 
by Walling's writings and designs. The aesthetic quality of the landscape includes the 
apparently casual nature of the internal lanes, the character of the mature plantings, 
the continuous nature of the landscaping which permits glimpses of carefully sited 
cottages, and the complementary relationship between exotic and Australian plants . . 
. The Village is an extraordinary experiment in urban design and was during and 
beyond her lifetime an inspiration for her followers. (Heritage Council of Victoria, 2017). 

 
Other admired gardens in the Dandenong Ranges include (from Context, 2000, p75; Yarra 
Ranges Shire Council heritage overlay): 
 

 Alfred Nicholas Memorial Gardens at Sherbrooke;  
 Bickleigh Vale village at Mooroolbark (just north of Montrose), 5-27 Bickleigh Vale 

Road, 2-28 Bickleigh Vale Road, 112-142 Cardigan Road, 9-23 Pine Road, 80-106 
Pembroke Road, 1-9 Edna Walling Lane, 2 Edna Walling Lane Mooroolbark (designed 
by Edna Walling);  

 Coombe Cottage at 673-673 Maroondah Highway, Coldstream (just north of the 
ranges), owned by Nellie Melba; 

 Folly Farm, 13 Cards Lane (Falls Road) Olinda (Edna Walling) 
 Karwarra Australian Plant Garden at Kalorama, developed in the late 1960s and early 

1970s by the Mt. Dandenong Horticultural Society (designed by Kath Deery);  
 George Tindale Memorial Gardens at Sherbrooke;  
 Nalparingan, 328 Glenfern Road, Upwey (gardens by Edna Walling) 
 National Rhododendron Gardens at Olinda;  
 Mawarra, 6 Sherbrooke Road Sherbrooke (designed by Edna Walling); 
 Pirianda Gardens, Hacketts Road Olinda; 
 R.J. Harmer Arboretum; 
 William Rickett’s Sanctuary, Mount Dandenong (designed by William Ricketts). 

 
Local government 
 
In 1872 the Shire of Lillydale (as the name of the shire was always spelt) was formed from the 
Upper Yarra District Road Board in 1872 to administer the northern Dandenong Ranges from 
Montrose and Olinda to Monbulk (and elsewhere). In the southern ranges and foothills, there 
was Berwick Road District (1862-1868) and then Shire of Berwick (1868-1889), which was 
supplanted by Fern Tree Gully Shire, gazetted in 1889. In 1963, Fern Tree Gully Shire split in two, 
following decades of differences between the “hill dwellers” from Sassafras, Sherbrooke, 
Tremont, Kallista and Belgrave and the citizens of the lower townships of Bayswater, Boronia 
and Scoresby. Whereas the lower townships became the shire of Knox, the “hill-dwelling” 
remnant of the former Shire of Ferntree Gully soon changed its name to the Shire of 
Sherbrooke. “The new shire of Sherbrooke had the unenviable task of balancing conflicting 
land use interests between conservationists and developers. While the pro-development 
lobby were more successful in the early years, the conservationists gained ground by the late 
seventies and from then on environmental outcomes were given much more consideration 
in decision making” (Marsden, 2017).  
 
In 1994, the shires of Lillydale and Sherbrooke were amalgamated with the shires of 
Healesville and Upper Yarra into one local government body. “Local government 
amalgamations were discussed by State Government over a number of years and the fateful 
decision was made in December 1994. During the previous year hundreds of people 
attended two rallies in Upwey and at Ferntree Gully National Park. Speakers were led by Hon. 
Don Chipp, who lived in Kallista, and other local identities. All were in favour of retaining 
Sherbrooke as is, and not joining the ‘super shire,’ which was what happened” (Marsden, 
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2017). The resulting Shire of Yarra Ranges is a large and complex place with an area of some 
2,500, square kilometres, the largest of any metropolitan or fringe municipality in Victoria. It is 
also one of the most populous, diverse and scenic municipalities in the state, responsible for 
both urban and rural issues related to environment, industry and settlement patterns 
(Context, 2000, pp1, 54-55). 
 
An additional layer of planning regulation was placed over this region during the late 20th 
century when local communities and local government became concerned about 
managing the pressures of urbanisation to protect the region’s special environment.  This 
resulted in the Upper Yarra Valley and Dandenong Ranges Act 1976 and the making of a 
“Regional Strategy Plan” in 1982.  This plan was important in the management of the physical 
environment of the place for over a decade. “In the 1980s & early 1990s the shire spent 
much time and energy on developing new planning schemes in conjunction with the new 
regional planning authority (UYR&DRA) to protect this part of the Dandenong Ranges from 
being overrun by suburbia, with consequences of loss of natural vegetation and damage to 
historical landscapes. The shire had acted to buy historic Bird’s Farm in 1981-82 from the Bird 
family and the 150 acre [61 hectare] property has become a much loved natural asset in 
Belgrave heights, for passive recreation” (Marsden, 2017. Following the council 
amalgamations resulting in the Yarra Ranges Shire in 1994, the Upper Yarra Valley and 
Dandenong Ranges Authority was abolished in 1995, and its regional plan wound down 
(Context, 2000, pp3, 54-55).  
 
From a heritage perspective, shire offices are typically important buildings for providing on-
going local community facilities. Three sets of former shire offices remain in use in the locality, 
at Lilydale, Fern Tree Gully and Upwey: 
 

 Lillydale Shire’s first offices were constructed in 1889 in Castella Street and this building 
is now adaptively re-used as the Yarra Ranges Regional Museum (formerly known as 
the Lilydale & District Historical Society Museum and from 1989 as the Museum of 
Lillydale).  

 One of the former Ferntree Gully Shire office buildings has been heritage listed; it was 
in use as a local library for some years and now houses a community health service 
(on the corner of Selman Avenue and Burwood Highway Fern Tree Gully).   

 After the 1960s offices of Sherbrooke Shire became obsolete in 1994, the community 
successfully lobbied against Council’s plans to demolish the building and the site was 
adaptively re-utilised as the cultural centre of “Burrinja.” It was named after the 
childhood nick-name of the famous artist Lin Onus, one of the activists involved in its 
conservation. Burrinja has a substantial new wing designed in 2012 by Greg Burgess 
Architects (Context, 2000, p45; Wikipedia, 2017 “Ferntree Gully, Victoria; Australian 
Design Review, 2012) 

 
Townships and communities 
 
Despite urban pressures associated with being on the edge of the Melbourne metropolis, the 
townships of the Dandenong Ranges have remained small, retaining their village-like 
characteristics to the present day. Local progress associations formed in the early 1900s and 
marshalled community support to improve and beautify the towns. This usually involved 
repairing roads, providing lighting and planting avenues of trees. On Arbor Day in August 
1933, for example, the Kallista Progress Association arranged for the planting of oak trees 
along the Main Street. The 1938 Arbor Day celebrations in Belgrave were marked by 
schoolchildren planting a line of cherry trees, still an important feature of the main street 
(Context, 2000, pp2, 49). “The existence of Kalorama Park can largely be attributed to the 
initiative of Save the Dandenong League in the 1950s and 1960s. The pioneer Jeeves family 
put their approximate 30 acre [12 hectare] farm below ‘The Fiveways’ at Kalorama up for 
sale. The league started a public appeal for funds to buy the land, which was later taken up 
by the ‘Herald’ newspaper. The money was raised and after some lengthy negotiations the 
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land was bought for a public park. The state government contributed some finance and 
later bought some adjoining land, making approximately 50 acres [20 hectares]. After some 
years of preparation, the park was opened in 1972. It has [numerous] shelters and BBQs, 
some significant exotic trees and remnant garden. It also has spectacular views towards 
Silvan Dam” (Marsden, 2017). 
 
Since the 1920s the ranges townships have provided tourism facilities such as parks, shops, 
gardens, coffee palaces, cafes and accommodation, which have been the mainstay of 
commerce in the upper ranges. Since the 1950s, the increased rates of subdivision and 
growth in residential populations is evident in the dormitory and commuter housing that has 
developed near the train line in the lower foothills of the ranges in the areas around Lilydale 
to the north and Upwey to the south (Context, 2000, p2, 49-51). 
 
In 1999 a sociological study by Janice Newton considered the evolution of a small town 
called “Valinda, in the foothills of the Dandenong Range” “historically and 
anthropologically”—as having a long history of “community and environmental activists” 
and as frequently rejecting the culture of suburban conformity.  The article included 
comments from local people expressing pride in the place not being a “suburb” which was 
associated for some at least with “order and boredom, life-draining maintenance, social 
display (and neighbour surveillance?) and made roads and kerbs” (Newton, 1999). The 
name of the town was changed to disguise its identity but likely referred to Mt Evelyn. This 
pro-environmentalist and anti-suburban identification by many residents in the hills likely 
influenced the split of Fern Tree Gully Shire in 1963, with “suburban” identifying communities in 
the foothills forming the more pro-development shire of Knox.  
 
The Dandenong Ranges has been often associated with political activism. It is rumoured that 
in the 1890s a socialist collective bought and subdivided land at Ferny Creek in a little known 
Australian experiment in socialist living. Later many left-wing creative people lived in the hills, 
such as the communist writer Katharine Susannah Pritchard and potter Allan Lowe. There 
were also right-wing people such as the members of the German Club in 1938 who 
decorated their meeting hall with Nazi insignia, presumably in sympathy with the German 
government then led by Adolf Hitler. The “Brown House” building and its interiors were 
demolished after Australia went to war against Germany in 1939 (Sherbrooke Foothills 
Historical Society, 1998, p83). There was also the cult group known as “the Family” or “Life for 
All Creatures,” led by Anne Hamilton-Byrne, which still owns the Santiniketan Lodge at 35 
Belgrave-Ferny Creek Road, Ferny Creek, as well as two properties in Olinda. The cult is 
reported to still use the Ferny Creek site for “low-key” activities such as meditation (Johnston, 
2014; Johnston, 2015).  
 

 
Figure 33. Photo of the German Club said to 
have been located near the bottom of Terrys 
Road in Belgrave. (Source: [Tasmanian] 
Advocate, 2 May 1938 p7) 

 
Figure 34. Photo of the “Nazi Room” in the German Club in Belgrave 
featuring a portrait of Hitler and a swastika. The building is understood to 
have been demolished. (Source: State Library of Victoria, no. H36033) 
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The ranges have been closely associated with environmental protests throughout its 
European history. In 1861 the Argus newspaper unsuccessfully argued for a halt to logging in 
Fern Tree Gully, calling it “barbarous proceedings,” and pleading for the place to be “left in 
its integrity . . .  timber may be sought for in some less romantic spot” (23/11/1861 quoted in 
Bonyhady, 2000, p101). Tim Bonyhady links these protests to the widespread admiration of 
Eugen von Guérard’s painting of the place in 1857 (Bonyhday, 2000). To name just a few 
more of these historical protests, there were unsuccessful protests in the 1890s against the 
colonial government’s plans to excise a substantial proportion of the Dandenong State 
Forest for selection as a way of providing homes to people affected by the depression.  Tim 
Bonyhady suggests that photographic images of the beauty of the Dandenong Ranges 
environment were used to argue the environmentalists’ case, for perhaps the first time: 
 

“[In 1893] Two prominent field naturalists, Archibald 'Beaky' Campbell and R. S. Sugars, 
hit on a new medium for pressing their case [against further reducing the Dandenong 
State Forest for selection]. Instead of protesting in print through letters to the Argus or in 
person through deputations to the government, Campbell and Sugars turned to the 
lantern slides they had taken over the previous three years. Although they had sought 
simply to celebrate the Dandenongs' beauty when taking these slides, Campbell and 
Sugars saw the political potential of these images—perhaps the first time anyone in 
Australia recognised how photography could stimulate public interest in protecting the 
environment. Their lecture on the ‘Beauties and Wonders of the Dandenong State 
Forest' filled the theatre of Melbourne's Working Men's College . . .  'silent but telling 
protests against the intention of the Minister of Lands'” (Bonyhady, 2000, p122-123). 

 
“In 1944 Cr Eric Leane of Shire of Ferntree Gully formed a “Dandenong Preservation Society,” 
which advocated a “preservation trust” to administer the Dandenongs. Artists John Farmer, 
William Ricketts and William Dargie were involved in these early efforts, and William Ricketts 
achieved his dream of creating a “sanctuary” (Mckenzie, 2017 “William Dargie”). The 
founding of the “Save the Dandenongs League” did not occur till 1950, when in response to 
a threatened subdivision at Kalorama, Miss May Moon, together with Professor John Turner, 
called a public meeting at Olinda [The Age 29/9/1950 p3; 14/10/1950 p4, 10/5/1951 p31; 
13/10/1952 p3], which 200 people attended. Cr Eric Leane and his members attended and 
joined with them to form a group to work for the protection, preservation and orderly 
development of the area, and called on the state government to act promptly in this regard. 
It took more than 20 years to achieve, but a regional planning authority for the area was set 
up in 1977 (Upper Yarra Valley  & Dandenong Ranges Authority)” (Marsden, 2017). 
 
In the 1950s there was also the protest around the close-down of the “Puffing Billy” railway 
line from Belgrave to Gembrook. “Competition from road transport had led to financial loss 
and, after a landslide along the line in 1953, the service closed in 1954. However, following 
public agitation, the tourist ‘Puffing Billy’ service, with some alterations, was reopened. Since 
1958 it has been run by volunteers and is regarded as one of the State’s paramount tourist 
attractions” (Context, 2003, p63). Protests against the introduction of the McDonalds fast 
food franchise into Belgrave in 1992, Mt Evelyn in 1994 and Tecoma in 2012 were hard fought 
with varying results. The Tecoma McDonalds has been established but with minimal signage 
and a constant barrage of critical community commentary on social media. 
 
A temporary sign of success of the local community in gaining government support for 
protecting the special environment of the Dandenong Ranges was the short-lived Upper 
Yarra Valley and Dandenong Ranges Authority (c.1976-1995). This statutory planning body 
had an historically important role in the evolution of planning policies and strategies for the 
ranges during the 1970s, 1980s and 1990s. It has been credited in the protection and 
enhancement of the special environment of this locality, and enabling the ranges to remain 
a predominately rural area despite strong pressures for urban growth. Important heritage 
places and sensitive heritage sites were protected by their inclusion on the Yarra Ranges 
Planning Scheme, which controlled inappropriate subdivisions and diverted Melbourne’s 
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urban growth to areas to the southeast and north of the shire (Context, 2000, pp93-95). “The 
shires of Sherbrooke and Lillydale were involved with the authority and their planning 
schemes from 1977 to December 1994 (amalgamation date) and it was their hard work and 
cooperation with the regional planning authority which contributed to the positive outcomes 
achieved” (Marsden, 2017). 
 
Artists and their places in the Dandenong Ranges 
 
Since the late 19th century the Dandenong Ranges have attracted a large number of 
creative people who have made their homes in the vicinity of the ranges or who frequented 
houses owned by friends in its scenic localities. There are also many who simply visited or 
looked on the ranges admiringly from afar. This study has compiled a list of over 100 names of 
creative people associated with the ranges (see Annexure 2), many of whom are nationally 
revered such as von Guérard, William Barak, Arthur Streeton, Tom Roberts, Edna Walling, Fred 
Williams and Lin Onus. There are also numerous “creative households” in the ranges where 
groups of creative people have congregated and major literary works undertaken (see 
below and in the Illustrated Catalogue). 
 

 

 
Figure 35. Anonymous photograph 
of sketching party of National 
Gallery art students at Sassafras, 
1906. From left: Gordon, Jenkins, 
James, Wilson, Holden?, Lahey.  
Vida Lahey scrapbook, John Oxley 
Library Brisbane. (Source: 
Hammond & Peers, 1992) 

 

 
 
Artistic people tend to be sensitive to, and inspired by, the beauty of natural places, while 
also needing the stimulation of urban life—art schools, exhibition spaces and connections 
with clients and audiences.  In addition, creative people are often poorly paid and 
dependent upon inexpensive housing (and-or the patronage of wealthier friends and 
acquaintances).  The peripheral urban proximity of the Dandenong Ranges gives creative 
people access to this sensually stimulating place: both physical accessibility (via rail and car 
transport) to Melbourne and housing accessibility (by offering less expensive house prices 
and rent than in the city).  
 
Artists have had an enormous array of different relationships with the Dandenong Ranges. 
Some have painted the local landscapes up close, others from afar and still others as a 
vantage point for looking elsewhere; they have depicted it as quiet and peaceful and 
dramatic and dangerous, as familiar and as exotic, as a site of leisure and of work. They have 
worked on nationally significant works here that do not refer to the local environment at all 
(such as Tom Robert’s “Bailed Up” or Aeneas Gunn’s We of the Never Never). Places in the 
Dandenong Ranges associated with the most prominent creative people are listed below. 
Many of these are further detailed in the Illustrated catalogue. 
 
In the close vicinity of the proposed Ridgewalk in the Dandenong Ranges (in alphabetical 
order of place name): 



Bronwyn Hanna History & Heritage                45     “Ridgewalk”   2017 

 “Aboriginal Enterprises,” 61 Monbulk Road Belgrave, an innovative shop front and 
factory established by Aboriginal rights activist Bill Onus for the production and sale of 
Aboriginal novelties to the burgeoning tourist trade of the 1950s-1960s; 

 Aboriginal land rights shack built in the forest between Belgrave and Sherbrooke 
(demolished), site of a very early, 1971 Land Rights protest led by Lin Onus, who went 
on to become a nationally significant artist; 

 Bickleigh Vale, Mooroolbark, a private village of English Cottage style houses in 
landscaped gardens designed by Edna Walling 1920s onwards; 

 Glenleven or “the Castle,” Range Road Olinda, designed by Edward Bates for Lydia 
May Reid c.1920s; 

 Holy Spirit Church in Belgrave, whose first vicar was the Rev. C.H. Clark, father of the 
eminent historian, Manning Clark. Built 1923, the building was sold to Council in the 
1990s and is used for community facilities; 

 Horatio Jones House at 16 Blackwood Street Tecoma has historic associations with 
creative visitors such as the writer C.J. Dennis, pianist Hephzibah Menuhin and artists 
Sir Arthur Streeton and Tom Roberts; 

 Arthur Howell’s place in Mt Dandenong, said to be where Frank Hardy wrote Power 
without Glory (MDDHS, 2017a); 

 “Longacres,” 15 Ranges Road at Olinda, built 1920s for artist Sir Arthur Streeton’s 
house and studio; 

 Mary Card’s Cottage at 1498 Mount Dandenong Tourist Road, Olinda, 1908, designed 
by Card, a famous crochet designer, as her own home;  

 Miyako at 19-21 Williams Road Olinda, owned by artist Mary (Polly) Farmer. The main 
house was designed by Ole Jorgenson and the studio designed by Justus Jorgensen. 
There was also an earlier artist’s home on the property, James Whyte House. Artist 
Max Meldrum rented Miyako 1933-34 and many other artists visited him or the Farmers 
there, probably including Helen Lempriere; 

 Peg Maltby’s home at 21 Sunset Avenue, Olinda 1950s-1960s (children’s illustrator); 
 Reg Lyon’s Wine Hall, Olinda, a favoured drinking place by middle class artists such as 

Arthur Streeton “the social and spiritual centre of Olinda” (Wehner, 2008, p215) 
(recently the Ivy Restaurant & Bar 540 Mt Dandenong Tourist Road); 

 Sunnyside at 7 Sunnyside Ave Kallista. The property was owned by John Garibaldi 
Roberts, a tramways manager who liked artists and encouraged them to visit and 
even live on the property (some in old tram sheds) including: caricaturist David Low, 
etcher John Shirlow, watercolourist Alick McClintock, sculptor Web Gilbert, artist Hal 
Gye, author Ronald Henderson Croll, painter Tom Roberts and writer CJ Dennis. The 
original house has been demolished; 

 “Tallisman” at 2 Royle Street Kallista, built 1920s for artist Tom Roberts; 
 “Allawah” at 12 St Kilda Street Upwey, home of artist Fred Williams during the 1960s 

when he painted his famous “Upwey” series; 
 Woorilla Cottage at 77 Hilton Road, Ferny Creek, original home of the Woorilla literary 

journal and literary prize. 
 

In the broader vicinity around and adjacent to the Dandenong Ranges: 
 Camp Eureka, Yarra Junction, 1940s, which hosted several young people who later 

became well-known artists, writers, actors and trade union leaders including Noel 
Counihan, Ambrose Dyson and Frank Hardy; 

 Coombe Cottage at 673-675 Maroondah Highway Coldstream, the home of the 
internationally renowned singer, Dame Nellie Melba; 

 Coranderrk, Aboriginal reserve and home of artist and Aboriginal rights activist William 
Barak, 1860s-1903; 

 Heide, home of John and Sunday Reid, frequented by “Angry Penguins” and other 
including artists Sidney Nolan, Albert Tucker and Joy Hester and the Boyd family;  

 Heidelberg School locality of at Heidelberg, Eaglemont and Box Hill where the 
practice of Australian impressionist painting was fostered by artists such as Sir Arthur 
Streeton, Tom Roberts, Charles Conder and Jane Sutherland; 



Bronwyn Hanna History & Heritage                46     “Ridgewalk”   2017 

 Photographer J.W. Lindt’s “The Hermitage” 161 Maroondah Highway, Narbethong. 
 Moora Moora Cooperative Community at Toole-be-Wong near Healesville, dating 

from the 1970s alternate living movement, it has a range of houses of rammed earth, 
timber, and handmade mud bricks; 

 Montsalvat Artists’ Colony at 7 Hillcrest Ave Eltham, 1930s founded by Justus 
Jorgensen and associated with Alistair Knox, who developed mud brick construction 
technology; 

 Rose Charman’s Cottage at 77 Emerald-Monbulk Road Emerald, built 1908, had a 
series of literary tenants and owners including Louis Esson, Vance and Nettie Palmer 
and Katherine Susannah Pritchard and Henry Tate; 

 Wanderslore at 2180 Warburton Highway, Launching Place, was a holiday retreat for 
William Coleman, scene painter and stage manager and later home to his daughter, 
Constance Coleman, artist, poet and conservationist; 

 William Hardy Wilson’s holiday home at Wandin from 1938. 
 
The process of researching and interpreting the history of artistic and creative engagement 
in the Dandenong Mountains has begun. In 1997 the Dandenong Ranges became part of 
the setting for the “Heidelberg School Artists Trail” in 1997, a project undertaken by art 
historian Andrew McKenzie which offers a 40km self-guided driving tour through the local 
government areas of Yarra Ranges, Banyule, Manningham and Nillumbik. The project overall 
consists of 57 large interpretation plaques featuring reproductions of Australian landscape 
painting which are positioned close to the locations depicted. The emphasis is on the work of 
the famous “Heidelberg School” impressionist artists. Nine of these plaques are located in the 
Dandenong Ranges and feature paintings by three artists: Eugene von Guérard, Tom Roberts 
and Sir Arthur Streeton. Lack of funding for maintenance has meant that some of the boards 
have weathered or disappeared (Banyule City Council, 2017; Mt Evelyn History Group, 2017). 
Examining each interpretation plaque is interesting and educative, benefitting from the 
considerable effort of establishing the significance of each historical painting and 
researching the specific details of its production in order to locate it in the landscape. The 
plaques are located at: 
 

 Silvan Reservoir car park near the dam wall: Arthur Streeton “Silvan Dam,” c.1930-
1931; 

 Tom Roberts Road, Kallista: Tom Roberts “Country Road Makers,” 1923.   
 The plaque about Tom Roberts ‘Washing Day, Kallista’, c.1923-1925 is missing from 

near this location; 
 Grant’s Picnic Ground, Kallista: Tom Roberts “Sherbrooke Forest,” 1924; 
 Fern Tree Gully car park: Eugene von Guérard’s “Ferntree Gully in the Dandenong 

Ranges,” 1857; 
 The plaque about Arthur Streeton’s “View from Farmer’s, Olinda,” 1928 is missing from 

Woolrich Lookout over the R.J. Hamer Arboretum; 
 The plaque with Arthur Streeton’s “Golden Afternoon, Olinda,” c.1924 is also missing; 
 The plaque with Arthur Streeton’s “Observatory Road Kalorama Park looking towards 

Silvan,” 1937 is also missing from Five Ways Kalorama; 
 Sky High, Mount Dandenong: Arthur Streeton’s “The Cloud (Storm over Macedon),” 

1936 (Mt Evelyn History Group, 2017). 
 
Since the late 19th century, the Dandenong Ranges creative community seems to have 
continually undergone a “chain migration” process usually noted in relation to immigrants—
where one community member moves there and encourages others to visit or move there 
too, resulting in a concentration of people from that community settling in the area, who are 
also strongly networked amongst themselves. Volkhard Wehner’s self-published books have 
begun to detail these relationships in some of these communities but there is potential for 
much more detailed research (Wehner, 1995; Wehner, 1999, Wehner, 2000; Wehner, 2006; 
Wehner 2008). 
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Significance of the Dandenong Ranges 
 
What do these brief histories tell us about the cultural significance of the Dandenong Ranges 
and how this might help explain its artistic legacy? It is hard to think of any place outside of 
Australia’s metropolitan centres with a comparably long-term, diverse and impressive array 
of creative achievement as that of the Dandenong Ranges. Why has this been so?  
 
Some insights may be provided through an analysis of the Dandenong Ranges using the 
Burra Charter and its framework for the assessment and management of heritage 
significance. Originally designed perhaps for looking after historic buildings, the Burra Charter 
framework is so well considered and so robust it has had a national and international 
influence in the analysis of natural heritage, collections management and conservation 
areas, to name a few of its applications (Hanna, 2015). This brief analysis of the significance 
of the Dandenong Ranges uses the five criteria of significance proposed in Article 1.2 of the 
Burra Charter: 
 

Cultural significance means aesthetic, historic, scientific, social or spiritual value for 
past, present or future generations. 
Cultural significance is embodied in the place itself, its fabric, setting, use, associations, 
meanings, records, related places and related objects. 
Places may have a range of values for different individuals or groups  
(Australia ICOMOS, 2013a) 

 
 Aesthetic values of the Dandenong Ranges 

An Australian Heritage Commission assessment of the significance of the broader landscape 
of the highlands of Central Victoria noted in 1994 that the Dandenong Ranges have 
aesthetic values (ACH, 1994).  In 2000 a more detailed heritage assessment commissioned by 
the Yarra Ranges Regional Shire considered the natural environment of the Dandenong 
Ranges to be of local, state and national significance (Context, 2000, p2).  
 
This study concurs with earlier assessments of the Dandenong Ranges as having aesthetic 
values for their natural bushland landscapes as well as—and in combination with—their 
cultural and designed landscapes and places. Like the Blue Mountains relative to Sydney, 
the Glasshouse mountains relative to Brisbane, and the Adelaide hills relative to Adelaide, 
the Dandenong Ranges offers a distinctly different and experientially beautiful environment 
positioned on the periphery of a city. Perhaps the most prominent hills close to Melbourne, 
the Dandenong Ranges offer spectacular panoramic views in all directions, grand forest 
scenery, exotic fern gullies and wildlife of great biodiversity. The Dandenong Ranges also 
have aesthetic significance for their wide array of cultural landscapes and places: parks and 
gardens and for their charming mountain villages, rustic roads and many residential 
properties which have been carefully designed to harmonise with the landscape. Many 
designers—including the famous, the less well known, public service and vernacular—have 
created numerous beautiful buildings, gardens and pathways throughout the ranges 
environment, while the local communities have persistently worked to acknowledge and 
protect these natural and cultural environments.   
 

 Historic values of the Dandenong Ranges 
The Dandenong Ranges have historical values for their representative historical trajectory, 
similar to many places on the Australian eastern seaboard. A remnant of an ancient and 
biologically diverse landscape, the ranges were inhabited sustainably by Aboriginal people 
for tens of thousands of years as a place of traditional land management and ceremonial 
practices. After the British arrival in the 1830s, the typical colonial economic pattern of 
development prevailed: displacement of the Traditional Owners, logging, establishment of 
pastoral runs, a nearby gold rush-driven population surge, installation of transport 
infrastructure (bullock paths, roads and rail), subdivision into smaller farms, further subdivision 
into residential housing, creation of forest reserves and national parks, and development of 
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commercial and tourism functions. Despite recent development pressures, the Dandenong 
Ranges retain many visible aspects of its early patterns of development, traces which should 
be highlighted in any planning for the Ridgewalk—including Aboriginal places of pre-contact 
occupation, early housing associated with historical phases of settlement, remnants of 
industrial technology associated with logging, farming and transport, representative historic 
housing types, carefully designed and maintained gardens and historic walking paths and 
“beauty spots.”  
 
The Dandenong Ranges also has historical significance for the rare and distinctive 
characteristics of its history as a place of great natural beauty abutting a major metropolis. Its 
forest bushland is magnificent (both lush and sublime), it has charming towns and strong 
activist communities. It has a remarkable history of responding to disasters, especially 
bushfires. Its European history has witnessed constant tensions and shifting equilibrium 
between the pressures for environmental and economic exploitation against pressures for 
conserving the marvellous natural and cultural attributes of the place. Since colonisation, the 
Dandenong Ranges have also been the location of a nationally outstanding and diverse 
array of artistic and creative practices, especially landscape painting. 
 

 Scientific values of the Dandenong Ranges 
Scientific significance usually refers to archaeological potential. This study has not 
researched archaeological aspects of the place and does not offer an assessment of its 
archaeological potential.  
 
“Scientific” significance sometimes can refer, more generally, to the research potential of a 
place. This study has focused on artistic and creative associations with the Dandenong 
Ranges but considers there is enormous potential for further research about the artistic 
legacy of the people and the place—about their interactions as well as the ways they have 
influenced art and culture nationally and internationally. 
 

 Social values of the Dandenong Ranges 
The “social” values of a place refer to the values ascribed to it by defined communities, such 
as the inhabitants of the Dandenong Ranges, the people of Melbourne or the local 
Aboriginal community. This study has not consulted any communities in any systematic way 
appropriate to assessing its social significance and does not offer a formal assessment under 
this criterion. There is little doubt that research into the social significance of the ranges would 
provide evidence of a great variety and depth of values attached to many aspects of the 
place by many communities. 
 

 Spiritual values of the Dandenong Ranges 
“Spiritual” significance was only added to the Burra Charter in 1999 and seems to have been 
designed largely for use by Indigenous communities. Nonetheless, the Australia ICOMOS’ 
practice note on “Understanding and assessing cultural significance” offers an explanation 
of spiritual values designed for use by all conservationists, which may help with analysing the 
Dandenong Ranges: 
 

“Spiritual value refers to the intangible values and meanings embodied in or evoked by 
a place which give it importance in the spiritual identity, or the traditional knowledge, 
art and practices of a cultural group. Spiritual value may also be reflected in the 
intensity of aesthetic and emotional responses or community associations, and be 
expressed through cultural practices and related places. The qualities of the place 
may inspire a strong and/or spontaneous emotional or metaphysical response in 
people, expanding their understanding of their place, purpose and obligations in the 
world, particularly in relation to the spiritual realm . . . Spiritual values may be 
interdependent on the social values and physical properties of a place. To appreciate 
spiritual value, ask: 
 Does the place contribute to the spiritual identity or belief system of a cultural group?  
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 Is the place a repository of knowledge, traditional art or lore related to spiritual 
practice of a cultural group?  
 Is the place important in maintaining the spiritual health and wellbeing of a culture or 
group?  
 Do the physical attributes of the place play a role in recalling or awakening an 
understanding of an individual or a group’s relationship with the spiritual realm?  
 Do the spiritual values of the place find expression in cultural practices or human-
made structures, or inspire creative works?” (Australia ICOMOS, 2013b). 

 
The spiritual values of the Dandenong Ranges are evidenced by the intensity of aesthetic, 
creative and emotional responses to the place and within the place.  Artistic practices 
associated with the place have included painting the local landscapes from afar and up 
close, and using the place as a vantage point for depicting Melbourne or the surrounding 
country side, or inhabiting the place whilst completing art works that do not refer to it at all. 
The huge array of representations of the place include depictions of it variously as quiet and 
peaceful, as dramatic and dangerous, as familiar and as exotic, and/ or as a site of leisure, 
of contemplation or of work. This array of representations of the ranges over a long period of 
time demonstrates the multiplicity of ways in which the place has inspired a nationally 
outstanding and diverse array of creative responses.  
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2. NATIONALLY SIGNIFICANT ASPECTS OF THE ART HISTORY OF THE 
DANDENONG RANGES 
 
There is a much larger art history of the Dandenong Ranges than can be told in this short 
report and initial foray into the topic. Appendix 2 gives a list of more than 130 artists and 
creative people and their households associated with the ranges—and it is far from 
complete. Instead, this discussion mainly focuses on a small minority of artists associated with 
the ranges who have become famous, whose works are nationally (and sometimes 
internationally) acclaimed.  
 
This collection of five illustrated mini-essays offers insights into a succession of different artistic 
responses to the Dandenong Ranges. It demonstrates that the ranges are associated with a 
surprising number of nationally significant artworks which are both representative of, and 
crucial to, our understanding of some of the major themes in the history of Australian 
landscape art.  
 
Aboriginal Creativity in The Dandenong Ranges: Barak, Bill Onus and Lin 
Onus, and Possum Skin Cloaks 
 
Aboriginal people have been living in this part of Australia for at least 40,000 years. At the 
time of British colonisation in the mid-19th century, the Dandenong Ranges were part of the 
traditional land of the Kulin’s Woi wurrung people and inhabited by both the Wurundjeri clan 
(whose main territory was to the west and north) and the Bunurong clan (from the south and 
east), depending on the season and their ceremonial responsibilities.  
 

 
Figure 36. William Barak, 1898. “Ceremony,” Pencil, ground, charcoal, gouache and earth pigments on paper, 57 x 
89 cm. Collection of the National Gallery of Victoria, no.1215B-5 

 
The Mt Evelyn Aboriginal history of the ranges summarises anthropological understandings of 
the approach to culture, landscape and “Country” of many Aboriginal communities. In this 
understanding, the cultural practices of finding food and shelter and caring for Country were 
integrated with ceremonial and artistic practices:  
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Their beliefs involve a timeless affinity with the land, which is significant to all matters 
spiritual. Western notions of time collapse, as the creation stories are the past, present 
and the future. The human / animal culture heroes created the rivers, rocks and 
mountains, as well as marriage and funeral lore, during their travels. Their paths and 
tracks, and the sites of particular actions, endow the landscape with sacred meaning. 
Life and plenty, in the form of animals and plants, come from the land and go back to 
the earth. Rituals are performed at particular sites to maintain the spiritual balance. 
There is no clear dividing line between land, spirit, human and animal. (Mt Evelyn, 2016, 
p3 referencing R.M. & C.H. Berndt, 1988, The World of the First Australians). 

 
While most European histories of the Dandenong Ranges suggest that the Dandenong 
Ranges were not much frequented by Aboriginal people before European colonisation, its 
artistic record offers a story of more intense habitation. Not only are Aboriginal people 
frequently pictured in early paintings of the Dandenong Ranges and environs (see figures x, y 
and z), but three Aboriginal men closely associated with the ranges have made nationally 
significant contributions to Australian art history: William Barak, Bill Onus and Lin Onus. In 
addition, the persistent cultural presence of the Woi wurrung Wurundjeri people—the 
Traditional Owners of the north and eastern parts of the ranges—is evidenced by the 
ongoing creation and use of ceremonial, decorated possum skin cloaks in the locality. 
 

 

 
Figure 37. 
William 
Barak, 
c.1885. 
Corroboree 
(figures in 
possum skin 
cloaks), 56 x 
76 cm, 
graphite, 
charcoal, 
natural 
earth 
pigments on 
paper. 
Collection 
of the 
Australian 
National 
gallery no. 
85.1692. 
 

 
 
In the late 19th century, the Dandenong Ranges were implicated in a set of outstanding 
depictions of Country by the Aboriginal elder William Barak. Barak was a Wurundjeri man and 
a Traditional Owner of lands which included the Dandenong Ranges; his paintings depict 
ceremonial rituals which took place in this country for hundreds or thousands of years. He was 
born c.1824 near Brushy Creek in Melbourne, before Victoria was seriously colonised. Yet he 
adapted to European ways and spent his life advocating for his people and culture through 
political activism and art practice. Barak was a leader of the Aboriginal community at 
Coranderrk where he lived for most of his life (about 20km north of the ranges), an Aboriginal 
reserve which for many years was economically independent and considered a “model” 
community. “At Coranderrk, where Indigenous ceremonies and corroborees were banned, 
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Barak used his paintings to teach and lead his people, passing on what he knew of 
Aboriginal history, religion and customs” (SLVIC, 2017). He also occasionally sold or gave these 
paintings to visitors as a way of explaining and promoting the cultural life of his people. A prime 
informant about Aboriginal culture to the anthropologist A.W Howitt, Barak became the most 
famous Aboriginal person in Victoria during his lifetime, a tragic figure known as “the last of 
the Yarra Yarra Tribe.” He was the subject of at least three oil paintings and numerous 
photographs, and his portrait was recently etched into the façade of a Melbourne 
skyscraper.   
 
Barak is now recognised nationally (and internationally) as one of a small handful of 19th 
century Australian Aboriginal artists whose art straddles European and indigenous world views 
(Sayers, 1994). His paintings are highly valued both as historical artefacts and as works of art 
which fuse western and indigenous materials and iconography in a strikingly vigorous and 
original way.  
 

  
(Left) Figure 38. Photo by Talm&Co, 
c.1895 showing Barak painting at 
Coranderrk. Collection of the State 
Library of Victoria, no. H141210 
 

(Right) Figure 39. Photo of Grocon apartment building at the former 
Carlton United and Brewery site on Swanston Street, Melbourne, 
inscribed with a portrait of Barak, 2016. Designed by ARM 
Architecture, the face is sculpted in light and shade using the 
building's concrete balconies. The work was undertaken in 
consultation with Wurundjeri elders. (Source: NImmo, 2016, NITV) 

 
 
Bill Onus was an Aboriginal rights activist and a Yorta Yorta man, not a traditional owner of 
the Dandenong Ranges. Yet he established and ran his successful “Aboriginal Enterprises” 
business in Belgrave in the southern Dandenong Ranges throughout the 1950s and 1960s, 
probably choosing this locality partly because it had a high volume tourist market and 
inexpensive rent. The business was successful in locally manufacturing and selling decorated 
boomerangs and household furnishings with Aboriginal motifs. He opened branches in other 
parts of Australia and mentored other Aboriginal people in starting their own businesses. 
Already known for his political activism and his performances in movies and television 
documentaries, Onus became more famous for his boomerang throwing demonstrations, 
which included performing for Queen Elizabeth’s visit in 1954 and the Melbourne Olympic 
Games in 1956. The shop was successful and busy, “a magnet for international tourists” 
including the Beatles, Harry Belafonte and Disney’s Mousketeers (Kleinert, 2010). 
 
Aboriginal Enterprises was Onus’ creative initiative for promoting Aboriginal culture though 
collaboration and commerce in place of the more conventional left-wing politics he had 
previously practised. In 2010 Sylvia Kleinert analysed the cultural significance of his Aboriginal 
Enterprises business as an undertaking which innovatively combined art and politics in a 
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variety of ways. She argued that “Onus established a model for cultural maintenance, 
fostering social cohesion and working to rebuild cultural pride in the Aboriginal community” 
(Kleinert, 2011). The location of his business in the foothills of the Dandenong Ranges—at 61 
Monbulk Road Belgrave (in a building now located opposite the Sherbrooke Art Gallery)—
was also significant:  
 

“adjacent to a State Forest, [this location] served to engender strong associations. 
The influence which this natural environment had on local, national and international 
tourists is revealed in the American newspaper The Christian Science Monitor which 
described how ‘[t]he factory is set in one of the most beautiful pockets of the lovely 
Dandenongs, against Sherbrook Forest where the remarkable lyre bird still largely lives 
out his mysterious cycle.’ (22 October 1955, p7). In this response we see how an 
Aboriginal presence might be conflated with the flora and fauna to engender 
romantic associations” (Kleinert, 2010). 

 

 
(Above) Figure 40. Bill Onus, c.1950s. How 
to throw a Boomerang, cover image of 
brochure promoting Aboriginal 
Enterprises, featuring Bill Onus holding a 
boomerang.  Collection of the Yarra 
Ranges Regional Museum. 
 
(Right) Figure 42. Photo of Onus with his 
chief designer Paula Kerry, examining 
Aboriginal-inspired fabrics commissioned 
for Aboriginal Enterprises. The Australian 
Home Beautiful, November 1955. 

 
Figure 41. Bill Onus, 1952. Nest of tables for sale at Aboriginal 
Enterprises, designed by Onus and probably painted by him. (Source: 
Kleinert, 2010, courtesy of Jo and Tiriki Onus) 
 

 
 
 
The boomerang throwing demonstrations were also interpreted by Kleinert as a political 
practice: “extending Indigenous use of public space for cultural performances of 
Aboriginality” (Kleinert, 2010). Kleinert’s essay addressed the sensitive issue of Aboriginal 
Enterprises’ appropriation of indigenous designs from other parts of Australia:  
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“In the 1950s the appropriation of Aboriginal motifs was viewed positively as a means 
of achieving a distinctive Australian identity: more recently, with growing awareness 
of the moral and political issues involved in relation to Indigenous intellectual 
property, appropriation is condemned as evidence of colonial domination. In 
response to these generalised assumptions regarding the positive and negative 
aspects of appropriation . . . what is required is an exploration for the motivation of 
particular works and how they were assessed and valued within specific instances of 
cross cultural discourse.  
“With regard to Aboriginal Enterprises . . . [Onus’ employed a local white woman as 
his designer, Paula Kerry and he] authorised Kerry’s use of Aboriginal motifs . . . Kerry, 
unlike other non-Aboriginal artists, did not use Aboriginal motifs to achieve a 
distinctive national identity nor as a personal form of artistic expression. Rather these 
designs were produced . . . ‘to promote Aboriginal culture.’ Informed and aware of 
Aboriginal political struggles for equality and recognition, Kerry took the opportunity 
provided by interviews in women’s magazines to raise humanitarian issues. She also 
placed considerable value on the authenticity of her designs. . . [which for her] 
meant accurate reproduction of regionally distinctive designs.” (Kleinert, 2010) 

 
Kleinert proposed that Onus’s “role model for engagement in the arts” positively affected 
several subsequent generations of his family: Christine Onus (later Donnelly) founded the 
Aboriginal Dance Theatre Redfern; her daughter Aiyisha was involved in the visual and 
performing arts; Warren (Woz) Owens became an actor; Lin Onus achieved national 
recognition as an artist; Lin’s son Tiriki became an opera singer and artist, and Bruce 
McGuinness a writer, filmmaker and activist (Kleinert, 2011).  
 
Bill Onus’ son, Lin Onus, is another Aboriginal man associated with the Dandenong Ranges 
whose career as an artist is considered to be of national significance.  Like his father, Lin Onus 
was not a traditional owner but a Yorta Yorta man, who grew up in the Melbourne suburb of 
Deepden. As a youth he contributed to his father’s business in Belgrave, helping craft 
Aboriginal artefacts for sale, and as an adult he lived in Upwey for many years. Working in his 
father’s business provided a model for economic independence and cultural retrieval-
maintenance, and gave Onus a grounding in critical issues such as Indigenous copyright, 
appropriation and equality (Neale, 2000). Like his father, Lin Onus was a political activist as a 
young man, leading an early land rights protest in the Sherbrooke Forest in 1971. Located 
“about halfway between Belgrave and Kallista, just off the main road [Monbulk Road] on the 
downhill side” (Free Press, 3/2/1971)—his protest camp was based around a hut built in the 
forest, a short distance from the former site of the Aboriginal Enterprises shop. The protest was 
discontinued after the hut was deliberately set on fire on 18 April, endangering the lives of 
the protesters (Friends of Sherbrooke Forest, 2000, p20).  
 

 
Figure 43. Lin Onus, 1989. “Dingoes [ (1) Birth ((2) Anal fetish (3) Why do dogs lick themselves (4) Dingo proof fence (5) Trap]” 
sculptures, synthetic polymer paint on fibreglass, wire and metal. Collection of the National Gallery of Australia 
no, 90.1085.A-H 
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By 1974 Onus was shifting towards the career he would pursue for the rest of his life as 
a fine artist. His first major paintings focused on the Sherbrook Forest. Although this was 
the site of his protest, these early photo-realist images do not make any obvious 
political statement but seem to focus on the natural beauty of the place. Onus later 
developed a signature painting style which incorporated photorealist images of the 
landscape overlaid with traditional Indigenous iconography as well as “marvellous, 
witty and original . . . sculptures.” Art historian Margaret Neale observed that Onus was 
“also widely loved and respected for his compassion and willingness to lead the 
cause of Aboriginal advancement. . . [He is] recognised as “a pioneer of the 
Aboriginal art movement in urban Australia” (Neale, 2000). Like William Barak, Lin 
Onus’s artistic reputation continues to grow in recognition of the distinctive visual 
language he developed which combines Aboriginal and European imagery in an 
innovative way to address both aesthetic and political issues.  

 

 

 
 

Figure 44. Lin Onus, 1991. “Fish,” synthetic polymer paint on canvas,182 x 1182 cm. Collection of the National 
Gallery of Victoria, no. 2002.239. 

 
Lin Onus’ signature style wittily pictures the landscape and its animals overlaid with traditional Indigenous 
iconography. 
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Figures 45 and 46:  Mandy Nicholson, 2014. Inside of outside of the possum skin cloak commissioned by the 
University of Melbourne to be presented to Professor Ian Anderson, the Medical School’s first indigenous graduate 
on the occasion of conferring him an honorary doctorate (Source: Nicholson, 2017). Nicholson is a Wurundjeri 
artist and niece of Aunty Di Kerr. 

 
 
Another aspect of Aboriginal visual culture which may be considered of national 
significance in the Dandenong Ranges is the reappearance of decorated possum skins 
cloaks as part of contemporary Aboriginal culture. In pre-contact times, every Indigenous 
child born here was swaddled in a cloak stitched together from the pelts of possums. While 
the outside of the cloak was fur, the interior was incised with signs and symbols describing the 
owner’s family ties, Country, totems and place in the world. “The cloak, worn every day and 
slept in every night, grew with the child; over the years, more possum pelts, loaded with 
descriptions of new stories and new relationships, were attached to that first panel. And 
when the person died, the cloak became a burial shroud, depicting a full life story” (Shen, 
2012). Such possum skin cloaks appear in William Barak’s 19th century paintings (for example 
Figures 11, 36, 37)—evidence they formed part of the traditional ceremonial life of the 
Dandenong Ranges—but they fell out of use as Aboriginal people were displaced from their 
traditional lands.  Very few pre-contact, historical possum skin cloaks have survived to the 
present day. The Washington DC’s Smithsonian Museum has an historical possum skin cloak 
from NSW’s Hunter River region and estimates it is one of only 15 held in museums across the 
world (Smithsonian, 2017).  
 

  

 
Figures 47 and 48. Mullum 
Mullum Indigenous 
Gathering Place, 2011.  A 
men’s possum skin cloak 
on display at Yarra Ranges 
Regional Museum in 
August 2017 with 
explanatory interpretation. 
On loan from Mullum 
Mullum Indigenous 
Gathering Place I 
Croyden, located  just east 
of the Dandenong Ranges. 
(Photos: B. Hanna, 2017). 
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Some Aboriginal people in south-eastern Australia are now re-learning the traditional 
practice of making possum skin cloaks as an aspect of reclaiming culture. The Yarra Ranges 
Regional Museum in Lilydale has a possum skin cloak made by a group of Aboriginal men in 
a community project at Mullum Mullum Indigenous Gathering Place (in Croydon just east of 
the ranges) in 2011. In 2014 leading Wurundjeri artist Mandy Nicholson was commissioned by 
the University of Melbourne to make a possum skin cloak for Professor Ian Anderson, the 
Medical School’s first indigenous graduate, on the occasion of his being conferred an 
honorary doctorate (Source: Nicholson, 2017).  In 2017, tourists taking a Wurrundjeri cultural 
tour at Grants Picnic Ground in Kallista may be shown a possum skin cloak being worn by a 
Traditional Owner, along with demonstrations of pre-colonial uses of plants and animals in this 
landscape (Wurrundjeri TLCCC, 2017). These cultural walking tours, run by the Wurundjeri Tribe 
Land and Compensation Cultural Council Incorporated (Wurundjeri Council), have featured 
introductory talks to Country and history by Aunty Di Kerr and her daughter Michelle Mills 
(Manager of Bullen Bullen Cultural Tours). Aunty Di generously brought along the possum skin 
cloak made especially for her by Wurundjeri women on the occasion of her being elevated 
to the status of “senior elder.” 
 
Aboriginal culture is typically more integrated than western culture which distinguishes 
sharply between practices such as working, dressing, story-telling, teaching and art making. 
The re-emergence of a collaborative, community means of producing possum skin cloaks is 
evidence of a nationally significant Indigenous cultural practice where all these activities 
combine as a meaningful whole. The fact that this important cultural object may be seen on 
Country—in a walking tour in a forest—along with a brief explanation of its iconography by 
Aunty Di Kerr (yet another Elder prepared to patiently explain and promote the story of 
culture and Country, like William Barak and Bill Onus before her), further attests to the 
enduring indigenous cultural energy associated with the Dandenong Ranges.2 
 

 

 
Figure 49. Aunty Di Kerr (at right), senior elder of the Woi 
wurrung’s Wurundjeri people—some of the traditional 
owners of the Dandenong Ranges—with her daughter 
Michelle Mills, displaying Kerr’s ceremonial possum skin 
cloak on a “Wurundjeri Walking Tour” at Grants Picnic 
Ground, 6/8/2017. The cloak was made for Kerr by 
Aboriginal women in her family and community in honour 
of her elevation to “senior elder” status. (Photo: B. Hanna, 
2017) 
 
 

                                                             
2 This section of the report concerning the Wurrundjeri tours led by Aunty Di Kerr and Michelle Mills has been shared 
with them and their suggested editorial changes have been incorporated. 
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Early colonial images of the Dandenong Ranges 
 
The earliest recorded European images of the Dandenong Ranges in the State Library of 
Victoria date from the late 1840s and depict the place from afar. John Skinner Prout’s 
lithograph of a view over the sparse, newly laid-out town of Melbourne includes a faint 
outline of what is probably the Dandenong Ranges in the distance. This is a typical early 
colonial view depicting the successful foundations of British civilisation. A different view of the 
ranges was made by a young Englishman named Henry Brinton (Figures15, 51), who must 
have been quite the intrepid world traveller to find himself in 1846 in such close proximity to 
the Dandenong Ranges (then sometimes called “Corranwarribil“). Visiting before the train 
from Melbourne was established in the 1880s, even before the Cobb and Co. Coach service 
of the 1860s, the only way to get this close to the ranges was a three-hour horse ride or a long 
day’s walk.  Brinton’s inexpert but charming drawing suggests that colonists could derive 
pleasure just looking at the ranges as a pristine wilderness, well before the place became 
easily accessible to their visit. George Alexander Gilbert’s more professional view of the 
ranges from the same time (Figure 52) offers a different sensibility from Brinton’s. Gilbert is not 
separated from what is he is viewing, rather the park-like foreground undulates gently into 
the background hills of the ranges, suggesting they are already known and domesticated. 
Yet 30 years later the ranges were still being depicted as wilderness by Daniel Rutter Long, 
who even depicted a group of Aboriginal people travelling through the foreground.  
 

 
 

 
Figure 50. 
John 
Skinner 
Prout, 1847. 
“View from 
Batman’s 
Hill,” 
lithograph, 
23 x 36 cm. 
Collection 
of the State 
Library of 
Victoria, no. 
3032810213
1652-5. 

 
These early colonial images of the Dandenong Ranges are not of national significance as 
artworks but they are of interest to the history of Australian landscape art because they slot 
so readily into established understandings of the dominant modes of representation of that 
era. In his ground breaking history, European Vision and the South Pacific (1960), Bernard 
Smith analysed the ways in which early colonial artists brought preconceptions about the 
antipodes to bear upon their artwork and how the antipodes in turn changed their outlooks. 
Building on this approach, Tim Bonyhady argued in 1985 that there were three primary 
modes of representing the landscape favoured by mid-19th century landscape Australian 
artists:  
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“These artists depicted an antipodean arcadia untouched by European settlement 
and occupied only by Aborigines enjoying a bountiful existence. They also showed 
Australia as a pastoral arcadia occupied by the squatters and their sheep and cattle, 
and from which Aborigines had been excluded. At the same time they presented 
Australia as a magnificent wilderness which the settlers had entered but not yet 
tamed.” (Bonyhady, 1985, pxii) 

 

 

 
Figure 51. 
Henry Brinton 
1846. 
“Corranwarribil 
with portrait of 
self and 
faithful 
Gypsy,” pencil 
drawing on 
paper, 14 x 30 
cm. Collection 
of the State 
Library of 
Victoria.  

 

 
 
The images by Long, Gilbert and Brinton, respectively, conform closely to these three modes 
of representation. Brinton’s image is particularly tell-tale. Initially it appears to be a visitor’s 
more innocent, artistic contemplation of the sublime in nature; however, the detail of a gun 
laid against a tree in the foreground suggests a more violent relationship with the indigenous 
landscape. Prout’s image is different but another stereotypical colonial view. His overview of 
the town of Melbourne shows a landscape already urban, domesticated, denuded of trees 
but with perhaps a hint of the wilderness left to tame in the far distant hills.  
 

 

 
Figure 52. George 
Alexander Gilbert, 
c.1848. “View from 
Mount Aitken Looking 
Towards the 
Dandenong 
Mountains” pencil and 
chines white on 
paper, 27 x 38 cm. 
Collection of the State 
Library of Victoria no. 
H41.814  
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It is often remarked of colonial depictions of the Australian landscape that the early artists 
had trouble capturing the unfamiliar appearance of the gum trees and bright quality of the 
sunlight. The difficulty is apparent in these images where the gum trees are depicted looking 
like lolly pops (Prout), pine trees (Long) or a weeping willow (Brinton). Gilbert’s image (figure 
52) came closer to conveying the visual character of the tree, but it was not until the 1870s 
that Louis Buvelot was credited with properly capturing its appearance (see below).  
  

 

 
Figure 53. 
Daniel Rutter 
Long, 
“Dandenon
g Ranges 
1881,” oil on 
board, 30.8 x 
46.3 cm, 
Private 
collection.  
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Von Guérard and “Fern Fever” 
 
Ferntree Gully in the western foothills of the Dandenong Ranges became a national 
landmark in 1857 as a result of Eugene von Guérard’s painting, “Ferntree Gully in the 
Dandenong Ranges” (1857), which depicted the bushland there as a pristine wonderland. 
“In its day, the most celebrated of all Australian paintings” (Thomas, 2002), it inspired a host of 
further depictions by many other artists as well as by von Guérard himself. It was exhibited 
internationally as a true representation of the exotic beauty of Australian nature. Tim Bonyhady 
argues that von Guérard’s painting was both inspired by, and fanned, an international wave 
of “fern fever” which had a real impact on the physical landscape of the ranges by increasing 
tourism. The painting has rich historical and cultural significance not only in the history of 
Australian art but in the development of the suburb of Fern Tree Gully and in environmental 
battles in the Dandenong Ranges more generally.  
 

 
Figure 54. Eugene Von Guérard, 1857. “Ferntree Gully in the Dandenong Ranges,” oil on canvas, 92 x 138 cm. 
Collection of the National Gallery of Australia.  

Von Guérard (1811-1901) was an Austrian artist trained in Europe in the Biedermeier school of 
romantic landscape painting, who migrated to Australian in 1852, hoping to make his fortune 
in the gold rush. By the late 1850s he was instead intent on becoming the colony’s leading 
landscape artist. He travelled widely sketching scenery but it was this large and ambitious oil 
painting of Dobson’s Gully in the Dandenong Ranges which brought him fame and fortune.  
Von Guérard never lived in the ranges but made the difficult journey there several times, 
probably by horseback, to take sketches before executing the painting in his studio in 
Melbourne. In 1857 the Argus’ art critic James Smith proposed the painting was deserving of 
“a place in one of the royal or national galleries of Europe” and launched a campaign to 
buy it for Queen Victoria. The Melbourne Herald considered it should be “kept amongst us 
[and] become the centre of our own ‘National Gallery’” (Thomas, 2002). Perhaps because of 
this competition between the Melbourne newspapers, both crowd funding schemes failed. 
Meanwhile the painting was displayed in a shop window in Collins Street 1858-1859, giving it 
unusually large public exposure. It was eventually bought by a pastoral tycoon who took it to 
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England where it was shown in the London International Exhibition of 1862 (Bonyhady, 2000, 
p106) as “an example of the natural beauty and scenery of the colony” (NGA, 2017). In 1975 
the painting was donated to the National Gallery of Australia in Canberra. 
 
To the contemporary eye, it seems surprising that this rather dark painting of an opening in the 
forest should have garnered such attention—especially when compared with von Guérard’s 
other sublime paintings of magnificent outlooks. Why was it “Ferntree Gully” that made him 
famous and established his reputation?  The National Gallery of Australia explains the 
painting as both a botanically accurate portrayal of Australian bushland as both exotic and 
a “spiritual sanctuary:” 
 

“[This painting] conveys a sense of the landscape. . . as a rejuvenating life force, 
untainted by human interference . . . Ferntree Gully in the Dandenong Ranges 
combines von Guérard’s meticulous observation of local plant species with his artistic 
interest in compositional arrangement and the creation of a ‘mood’ particular to the 
environment. In this case, Von Guérard portrays the magical world of a bower—an 
enclosed gully of natural foliage created by towering tree ferns. A pool of light on the 
forest floor leads to two male lyrebirds cast in shadow, one with its characteristic tail 
feathers raised—a natural mimic of the arch of the fern fronds” (NGA, 2017) 

 
As Tim Bonyhady explains, also underpinning the painting’s enthusiastic reception was its 
success in both responding to, and fanning, the widespread “fern fever” of the late 19th 
century in Britain and Australia. “In England the craze for ferns and fern-growing, which was 
an aspect of a more general enthusiasm for natural history, was at its height in the 1840s and 
1850s” (Bonyhady, 1985, p64). People of all classes in England and Australia could wander 
the countryside and bring home numerous varieties of ferns to dry out or pot and grow: “ferns 
were so popular because of ‘the extreme elegance and extraordinary diversity of their forms, 
as well as the facility with which many species can be procured and dried’ . . . This 
'pteridomania'—as the fern craze was known from the 1850s in both England and Australia—
was fuelled by the size of Australian ferns, which convinced colonists and visitors alike of the 
'comparative insignificance' of their English counterparts.” (Bonyhady, 2000, pp103-104).  
 

 

Figure 55. David Boyle, n.d. c1870s. Detail of Untitled, 
“Cystopteris decurro, Sassafras Gully, Dandinong ranges,” 
ink on paper. Collection of the Royal Botanical Gardens 
Herbarium Library, Melbourne. (Photo B. Hanna) 
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Artistic images of exotic vegetation were also made fashionable by the widespread 
admiration for the German scientist Alexander von Humboldt (1769-1859), a “propagandist 
of the magnificence of tropical landscapes.” He was the most famous scientist of his day, 
with a reputation “comparable with that later earned by Charles Darwin.”  The Victorian 
Government Botanist, Ferdinand von Mueller was a great admirer of Humboldt, considering 
him “the Aristotle of this century” (Bonyhady, 1985, pp64-65). Mueller himself was an early 
visitor to the Dandenong Ranges who later participated in the fern fever phenomenon by 
encouraging friends and acquaintances, such as local horticulturalist David Boyle, to collect 
and illustrate fern specimens for him from the Dandenong Ranges—specimens which he then 
disseminated to his international network of enthusiasts. 
 
Ferns enabled Australia to be included in international comparisons of natural beauty at a 
time when gum tree forests were not considered very “picturesque” By comparison, the fern 
tree gullies, to be found in Australian mountain ranges were considered “’extremely 
beautiful’. . . fern vegetation was recognised as holding an exceptional and remarkable 
place within the Australian landscape, putting the colonies on an equal footing with such 
tropically picturesque countries as Ceylon and Tahiti” (Bonyhady, 1985, pp64). 
 
Earlier colonial artists in Australia had occasionally represented scenes of ferny forest 
vegetation, perhaps most famously the paintings by Augustus Earle (1793-1838) of the 
cabbage tree forest in NSW’s Illawarra (Figures x and x). In 1844 John Skinner Prout (1805-
1886) had painted a place also called “Fern Tree Gully,” although this was situated near 
Hobart, in Tasmania. By comparison, von Guérard’s painting featured a greener and more 
lush natural scene, unsullied by the presence of human beings and depicted in the 
expensive format of a large oil painting. Von Guérard’s painting was also more professionally 
executed than earlier paintings, implicitly suggesting that the rough penal colony was 
becoming more cultured. One of the consequences of the great success of von Guérard’s 
painting was that this subject matter became very popular, with images of “Ferntree Gully” 
specifically, as well as ferny scenes generally, being produced in a variety of media by von 
Guérard and by many other artists in subsequent decades—well into the 20th century.  
 

 

 
(Far left) Figure 
56. Augustus 
Earle, 1827. 
“Cabbage Tree 
Forest Illawarra,” 
watercolour, 26 x 
17 cm. 
Collection of the 
National Library 
of Australia no. 
PIC Solander Box 
A33#T76 
NK12/38. 
 
(Left) Figure 57. 
Augustus Earle, 
1827. “A Bivouac 
Of Travellers in 
Australia In a 
Cabbage Tree 
Forest, 
Daybreak,” oil on 
canvas, 118 x 82 
cm. Collection of 
the National 
Library of 
Australia no. PIC 
T276 NK14. 
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Tom Griffiths noted that the work of photographers J.W. Lindt and Nicholas Caire “also 
publicised the fern gullies and giant trees of the forest, and pictured an idealised life of the 
rural dweller. Many of their images hung in railway carriages, and a ready market existed for 
their work. Between 1882 and 1892 Lindt sold 25,000 prints of the Blacks' Spur area alone. In 
1894 he built his home, The Hermitage, near the Blacks' Spur and received visitors in his Swiss-
style chalet amidst the forest. In 1904 Lindt and Caire together wrote a Companion Guide to 
Healesville Blacks' Spur, Narethong and Marysville. In the forest, they considered themselves 
'in the precincts of fairyland'” (Griffiths, 2001, pp118-119). 
 
In her recent essay about the relationship between the history of Australian landscape 
painting and environmentalism, Catriona Moore comments: “The idea of natura naturans, 
nature as wild and majestic, was fuelled by the remote, New World landscapes of the 
Imperial adventure. Australian colonial landscapes followed those of the outlying regions of 
the British Isles, the Americas, Africa and other Pacific regions in hosting aesthetic and 
spiritual renewal, the reconciliation between man and nature, subject and object” (Moore, 
2017). 
 

 
Figure 58. John Skinner Prout, 1844. “Fern 
Tree Gully Tasmania, Hobart Town, Van 
Diemen’s Land,”  watercolour on paper on 
cardboard, 23 x 33 cm. Collection of the 
National Gallery of Victoria. 
 

 
 

 

 
(Above) Figure 59. Eugene Von Guérard, 1858. “Ferntree or Dobsons’ 
Gully,” pen and ink and wash, 40 x 55 cm, National Gallery of Victoria, 
no. 647-5. 
 
(Left) Figure 60. Henry Linton, 1856. “Part of the Ferntree Gullet in the 
Dandynony Ranges” wood engraving published in the Illustrated 
London News, 15/11/1856. Collection of the National Library of 
Australia no. 1500895; PIC Drawer 2865 #S2526 

 
A wood engraving of almost the same view of von Guérard’s scene, “Part of the Ferntree Gullet in the 
Dandynony Range,” appeared in the Illustrated London News on 15 November 1856, the year before von 
Guérard’s painting was completed (Figure 58). Although this engraving is attributed to Henry Linton, it is surely 
based on the sketches von Guérard’s completed in preparation for his major painting in 1856-57. It is almost 
identical stylistically to some of his later works (Figure 59). The wood engraving has one major difference: it 
depicts Aboriginal people at home in the centre of the clearing, rather than the lyrebirds which feature in von 
Guérard’s major work. Another colonial artist, Thomas Clarke, also made two paintings of Ferntree Gully in 1862 
with Aboriginal people (Figures x and x). Bonyhady suggests that such depictions of Aboriginal people “in 
arcadia” became less frequent from the 1860s onwards, in parallel with “contemporary efforts to segregate the 
Aborigines on isolated reserves . . . [Von Guérard may have though] there would be no market for paintings of 
this kind” (Bonyhady, 1985, p38). 
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Figure 61. Elizabeth Gray, c.1860. Scene, Fern Tree Gully, 
engraved opaline glass panel with black ink, 35 x 28cm. 
Collection of the State Library of Victoria no. H29783/ 

 
Figure 62. Anonymous, c.1850s. “A ferntree gully in the 
Dandenong Ranges,” pencil drawing. Collection of the 
National Gallery of Victoria. Leaf 21, recto from album 
1995.26.1.a-1995.26.60. 
 

 
 

Figure 63.  Fauchery, 1858. “View in the Fern Gully 
Dandenong Ranges,” photographic print albumen 
silver, 20 x 24 cm.  Collection of the State Library of 
Victoria. 
 
Described in 1858 as “nature's affidavit of the truth of 
M. de Guérard's picture. The scene has all the 
luxuriance of a tropical jungle and the underwood 
appears to be as impenetrable as that of a South 
American forest. We miss the colour which captivates 
us in the oil painting, but so far as form and detail are 
concerned, the instantaneous limning of the sun is 
more minute than the patient pencil of the laborious 
artist. Here and there the wind has slightly blurred the 
image on the camera, but on the whole, it is a 
beautiful specimen of photographic art and most 
interesting as a study of foliage.” (Willis, 1988, p57 
quoting Argus review of Sun Pictures of Victoria, 
13/8/1858) 

 
Figure 64. Thomas Clark, 1862. “Fern tree gully.” Oil 
painting, Collection of the Art Gallery of NSW. 

 
Figure 65. Thomas Clark, 1862. “Fern Gully with Aboriginal Family,” 
40 x 65 cm. Collection of the Art Gallery of NSW. 
 

London-born Thomas Clark (1813-1883 painted “Fern tree gully” for Victoria's first Surveyor-General, Robert Hoddle, 
possibly using drawings made by Hoddle during his 1840s field trips in the Dandenong Ranges. Clark presents a 
verdant Arcadia in which an Aboriginal family is seen walking through the landscape, although by the mid-1850s 
Aboriginal people had been displaced by timber getters and European settlement (AGNSW, 2017). 
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Figure 66. Isaac Whitehead, c.1870. “Gippsland” or 
“Sassafras Gully, Dandenong,” oil on canvas, 99 x 132cm. 
Collection of the National Library of Australia, no. NK810. 

 
Figure 67. Isaac Whitehead, 1875. “In the Sassafras Gully, 
Victoria,” oil on canvas, 99 x 133cm. Collection of the 
Art Gallery of South Australia, no. 964P24. 
 
 

Figure 68. A.R. Fenton, c.1880. Ferntree Gully, opaltype 
photograph. Collection of the National Library of 
Australia. (Source: Willis, 1988, p36) 

Figure 69. Clough Boomley, 1881“In the State Forest at 
Dandenong, Victoria, Sassafras Creek, at the Crossing.” 
The Graphic, 19/3/1881. (Source: Google Groups-
Dandenong Ranges Scapbook) 

Isaac Whitehead (1819-1881) was born in Ireland and worked as a highly skilled frame-maker in Victoria before 
learning to paint under the influence of Buvelot and von Guérard. He paid meticulous attention to detail in his large 
oil paintings of fern gullies in the Dandenong Ranges “Whitehead has exaggerated the scale of the vegetation to 
emphasise both thee primeval and botanically exotic character of the landscape, and man’s insignificance against 
nature.”  

 

 

 
Figure 70. Anonymous, 1888. 
Photograph of the Victorian 
Fernery created at the 
Centennial exhibition in 
Melbourne’s Exhibition Building. 
Collection of the National 
Library of Australia. (Source: 
Griffiths, p118 
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Figure 71. Marianne North, c1880. “Tree Ferns in Victoria 
with a nest of the Lyrebird.” Oil on board. Collection of 
Marianne North Gallery, Royal Botanic Gardens, Kew 
(London), no. 747. 
 

 
Figure 72. Marianne North, c1880. “Fernshaw, Victoria.” Oil 
on board. Collection of Marianne North Gallery, Royal 
Botanic Gardens, Kew (London), no. 758. 

  

 
Figure 73. 
Archibald 
Campbell, 
1891. 
“Sassafras 
Gully,” 
photo. 
(Source: 
Bonyhady, 
2000, p123) 
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(Above) Figure 74. Anonymous, c.1909. “Ferns at Corranderrk Weir 
Healesville,” photograph on postcard. Collection of the State Library of 
Victoria 
 
(Left) Figure 75. J.W. Lindt, 1880s-1894. “North Bank of Fern Tree Gully,” 
albumen silver photograph, 20 x 15 cm. Collection of the National 
Gallery of Australia, no. NGA 85.191.15. 
 

 
The success of von Guérard’s painting had environmental and historical consequences. 
Although then known as “Dobson’s Gully” after a local timber-getter, the popularity of the 
painting resulted in the locality thereafter being known as “Ferntree Gully”—to this day. “As a 
local history of the Dandenongs in the 1880s noted, [von Guérard] had been ‘pleased to call 
the painting Fern Tree Gully, on account of the handsome fern trees, and that name has 
clung to the place ever since” (Bonyhady, 1999, p659).  
 
There were other, more serious environmental consequences.  Bonyhady argues that the 
painting “alerted many Melburnians to the beauty of his subject. Before long, the 
Dandenongs were under exceptional pressure, not only from timber-getters but also from 
professional fern collectors and excursionists with an appetite for fern-gathering. But while the 
government took some steps to preserve the area, its protective laws had little effect. The 
colonists' fern mania became the gullies' curse.” Within as little as ten years, “the place had 
been degraded by timber-getters, fern-smugglers for the city market and by innocent 
excursionists. There was now ‘a comfortable hotel in [the] immediate neighbourhood’” 
(Thomas, 2002). Bonyhady notes that the most likely original location of the lush natural scene 
represented in the painting is the carpark at the base of the “Kokoda Steps Memorial Walk.” 
The site is now marked by one of the Heidelberg Trail interpretation plaques, paying homage 
to von Guérard’s painting.  
 

   

 
(Far left) Figure 76. Emma Minnie Boyd, 
1895. “Tree Fern Gully 
Gembrook.”Collection of the 
Bundanon Trust. 
 
(Left) Figure 77. Tom Roberts, 1920 “In 
the Dandenongs,” oil on canvas, 44 x 
35 cm. Collection of the University of 
Queensland. 
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“Plein Air” Painting, Buvelot, the Heidelberg School and the Dandenong 
Ranges 
 
The Heidelberg School of Australian Impressionist painting of the 1880s and 1890s has been 
called “the most important influence” on Australian painting before World War II (Smith, 1945, 
p120). The name “Heidelberg School” was coined in 1891 in reference to the east Melbourne 
suburb of Heidelberg, located between the Dandenong Ranges and Melbourne, where the 
artists painted outdoors (“en plein air” as the French called this practice). The group of 
landscape painters were led by Tom Roberts (1856-1931) and Frederick McCubbin (1855-1917) 
and included Arthur Streeton (1867-1943), Charles Conder (1868-1909), Walter Withers (1854-
1914), Jane Sutherland (1853-1928) and Jane Price (1860-1948). Although these artists may not 
have visited the Dandenong Ranges during the 1880s and 1890s, nonetheless the ranges 
often figure prominently in their paintings as a peacefully low-toned, blue-grey backdrop of 
high country in the background. The ranges were also associated with this crucial movement 
in Australian painting through Louis Buvelot, a forebear and art teacher to some of the 
Heidelberg artists. Another important relationship between the Heidelberg School and the 
Dandenong Ranges is the subsequent history of two of the key Heidelberg School painters, 
Roberts and Streeton—who both came to live in the ranges in the 1920s, and who both 
painted many images within and of the locality in their late careers.   
 
The first association of these artists with the ranges comes through Louis Buvelot (1814-1888) a 
Swiss artist and photographer who migrated to Victoria in 1864 at the age of 50. He took an 
interest in the local scenery, especially the depiction of eucalyptus trees, which many early 
colonial artists had failed to represent authentically. He taught several of the artists who would 
lead the Heidelberg School, including Roberts, McCubbin and Streeton. Probably influenced 
by a group of “open air realist” artists in the Swiss town of Neuchâtel where he had lived, who 
had depicted “small-scale pastoral scenes in the immediate locality” (Gray, 1969), Buvelot 
encouraged his art students to similarly paint local scenes “en plein air”—although his own 
work he completed in his studio (Mendelssohn, 2011). Later the young rebels of the 
Heidelberg school would bestow on him the accolade, “'Father of Australian painting” 
(Mendelssohn, 2011). 
 

 
Figure 78. Louis Buvelot, 1871. “Yarra Flats,” watercolour, 29 x 45 cm. Collection of the National Gallery of Victoria no. 
152-2. 
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Buvelot’s work was admired by the Argus’s James Smith, who praised his ability for depicting 
“ennobling common subjects, and revealing the picturesque elements which are to be 
found in the most unpromising materials” (Bonyhady, 2000, p166). An early conservationist as 
well as art critic, Smith described Buvelot as: 
 

“the first to point out how admirably the despised gum, box, peppermint and stringy-
bark trees will lend themselves to pictorial treatment. He studied their physiognomy, 
and he reproduced every detail of it—stem, bough, branch and leaf—with 
conscientious accuracy, but without elaboration of detail. For all artistic purposes, 
indeed, he may be said to have discovered these trees. Previously people looked 
upon them as containing so many tons of firewood” (Bonyhady, 2000, p159 quoting 
The Argus, 10/7/1888). 

 
Like the Heidelberg artists, Buvelot is not known to have visited the Dandenong Ranges in the 
late 19th century, but he painted many scenes in the vicinity of Lilydale, just north of the 
ranges, so that they frequently figure as a beautiful, blue-tinged backdrop in his landscapes. 
His landscapes were well received and by 1869 Buvelot enjoyed the reputation of being 
Melbourne’s leading landscape artist (Gray, 1969). 
 
A few years later, in the 1880s, the Heidelberg School artists also became enamoured of the 
countryside in the vicinity of the Dandenong Ranges. Whereas Buvelot painted the northern 
view of the ranges, the Heidelberg artists camped on the western side of the ranges, closer 
to Melbourne, in what was then the outlying suburbs of Heidelberg, Eaglemont and Box Hill. 
Like Buvelot, the Heidelberg School artists recorded the local scenery of everyday life—rather 
than exotic geographical features or dramatic historical events. Clearly inspired by the 
French Impressionists, but applying those principles to different set of visual and social 
conditions (Smith, 1945, p112), they aimed to accurately capture the light and atmosphere of 
the suburban, bushland in a concerted study of “momentary effects” (Serle, 1973, p75). As in 
Buvelot’s work, the Dandenong Ranges figured prominently as a scenic backdrop in many of 
these paintings. 
 

“The great contribution of the Heidelberg painters was . . . ‘to produce, for the first 
time, a naturalistic interpretation of the Australian sunlit landscape.’ They brought a 
‘new sense of optimism, joy, and love of the sun’ in contrast to the ‘conviction that 
Australian nature was monotonous and melancholy,’ and made a major statement on 
behalf of the school of hope and freedom against the school of exile” (Serle, 1973, p78 
quoting B. Smith, 1982, Australian Painting). 

 

 

 
Figure 79. 
Charles 
Conder, 
1889. 
“Dandeno
ngs from 
Heidelberg
,” oil on 
wooden 
panel, 12 x 
24 cm. 
Collection 
of the Art 
Gallery of 
South 
Australia. 
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This new approach offered by the Heidelberg School can now be seen as a kind of paradigm 
shift in both the form and content of Australian landscape painting: the colours used were 
lighter, brighter and applied more intuitively, while the subject matter was less analytic and 
more celebratory. Bernard Smith wrote that this painting movement “inaugurated by Roberts 
and Streeton [became] the dominant influence in the Australian landscape. . . These men 
created the first authentic vision of the country” (Smith, 1945, p146). Geoffrey Serle similarly 
stated: “In tune with the times, Roberts, Streeton and McCubbin were developing the 
tremendous aspiration to grasp the country and set down a vision of as much of it as they 
could. . .  [Streeton had] a vision of the immense and elemental in Australian scenery and a 
yearning to symbolise the country as a whole.” (Searle, 1973, p75).  
 

 
 

 
Figure 80. Arthur 
Streeton, 1890. 
“Still Glides the 
Stream and Shall 
Forever Glide,” oil 
on Canvas, 83 x 
153 cm. Collection 
of the Art Gallery 
of NSW no 859. 

 

 

 
Figure 81. Jane 
Price, c.1890s. 
“Plough Land in 
Summer,” Oil on 
canvas. Private 
collection (Source: 
The Australian 
25/11/2015) 
 

 
Later art historians emphasise the operation of colonial power in the appeal of this art 
movement. “Ian Burn observed that the longstanding popularity of ‘Gum Tree School’ 
landscape painting was partly due to the confidence in which painters attacked their 
subject, a confidence grounded on close, empirical study of regional landscapes . . . Burn 
argued that paintings such as Arthur Streeton's ‘Land of the Golden Fleece’ (1926) overlaid 
sense and sensibility . . . combining the spatial distance of the panoramic view with the idea 
of a national space. A horizontal composition and a balanced, blue-gold palette invited the 
viewer to take in foreground, middle ground and far horizon with a contemplative, proprietal 
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gaze suggesting a seemingly natural and objective optical order. We metaphorically 
associate the panoramic landscape with freedom, possibility and future, Avenel Mitchell 
observes, for it presents an incongruous ‘synthesis of nearness and remoteness.’ The visitor’s 
vantage-point is quasi-objective, disinterested and autonomous. This combination of 
emotional attachment and detached moral viewpoint convincingly conveyed a national 
story of white progress” (Moore, 2017 quoting Burn, 1982 and Mitchell 1997). 
 
The strong associations of Streeton and Roberts with the Dandenong Ranges in their later 
years was more deliberate. Both travelled around Australia and overseas for many years 
before choosing to settle in the ranges in the 1920s, as they were becoming elderly. The 
Dandenong Ranges were beautiful and accessible to Melbourne. For Roberts, a modest 
timber house in Kallista was affordable, as his sales had slowed. For Streeton, whose sales had 
flourished, the large Olinda house was initially his weekender while the family’s main home 
was in Toorak. Streeton moved to the ranges permanently only after his wife died in1938.  A 
major further attraction was surely the company of other creative people who were living in 
the region: not only each other but many known associates such as Dame Nellie Melba, 
John and Mary Farmer (Polly Hurry) and their Miyako friends, Horatio Jones and his sisters 
(who offered a pleasant “stopover” in Tecoma), the Sunnyside household which was easy 
walking distance from Roberts’ home, William Blamire Young and William Dargie, at least. 
Intricate artistic interconnections could be traced, for example: Streeton painted the view 
from the Farmers’ gates at Miyako, and Dargie painted the view from Streeton’s gates. 
 

 
 

 
Figure 82. Jane 
Sutherland, 1894. 
“To the 
Dandenong,” oil 
on canvas. Private 
collection. 

 

 

 
Figure 83. Tom 
Roberts, 1889. 
“Across to the 
Dandenong 
Ranges,” oil on 
cedar (cigar box 
lid), 14 x 23 cm. 
Collection of the 
National Gallery 
of Victoria. 
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By the 1920s, much had changed for Streeton and Roberts. Whereas the Heidelberg School’s 
“9 x 5” exhibition of painted cigar lid boxes in 1889 was a staged rebellion against the 
Melbourne establishment, by the 1920s their painting was well accepted, even already “a 
national institution.” Streeton’s reputation had far overtaken that of his teacher, Roberts—an 
evaluation of their relative merits which would not be reversed for many decades (Serle, 
1973, p79). Both Streeton and Roberts continued to paint while living in the Dandenong 
Ranges, and a great many of these late paintings were landscapes depicting the ranges at 
close quarters, no longer a backdrop. Streeton continued painting the technically 
accomplished grand vistas for which he had become famous, while Roberts persevered in 
his lifelong study of working people as well as making small but appreciative landscape 
images of his immediate surroundings. These are the mature works of accomplished artists, 
pleasant landscapes which also which offer interesting insights into the ranges as they 
appeared in the 1920s and 1930s, but they were no longer changing the course of Australian 
art history. 
 

 
(Above) Figure 84. Tom Roberts, 1926-28. “Cloud study,” oil on 
canvas, 32 x 46 cm. Private collection. (Source: Australian Arts 
Sales Digest) 
 
(Right) Figure 85. Arthur Streeton, 1936. “Afternoon Sky 
Olinda,” oil on canvas on board 60 x 49 cm. Private collection. 
(Australian Art Sales Digest) 
 

 

These two paintings of hill and sky by Roberts and Streeton seem too similar in form and content to be 
coincidental. Streeton’s was painted 8-10 years after Roberts’ effort, indeed five years after Roberts’ death so 
perhaps he was still learning from his old teacher. The composition—with such a low horizon line and no focal 
point but all clouds and sky—suggests these elderly artists were edging into the realms of painterly abstraction.   
 

 

 
Figure 86. Tom Roberts, c.1920s. “Untitled 
(Dandenongs landscape)” (Source: Topliss, 
1985, Plate 230, no. 608) 
 
Roberts’ untitled painting presents a realist 
image of a sun-baked, steep hill, understood 
by later art historians to be situated in the 
Dandenongs where Roberts was living at the 
time. With its untidy but picturesque clumps of 
brown trees, it presents an impression of a 
generic landscape rather than an illustration of 
a specific place. This painting may be seen to 
anticipate the more abstract visions of the 
Australian bush painted by Fred Williams 40 
years later. 
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Williams’ “Upwey” series of landscape paintings 
 
Fred Williams (1927-1982) is widely agreed to be “Australia’s greatest modernist painter” 
(Broadfoot, 2014). He lived in Upwey in the southern foothills of the Dandenong Ranges 
during the 1960s, at a major turning point in his career—when he developed his mature style 
and completed his most widely known series of paintings, known as the “Upwey” series. 
Williams also visited the Dandenong Ranges at other times in his life, including meeting his 
wife-to-be at Sherbrooke in 1960. He painted many works based on views of Sherbrooke and 
Lysterfield as well as the bush landscape of the ranges after fire, to mention some of his best-
known series. London’s Tate Gallery states that “Williams was one of Australia’s most 
important artists, and one of the twentieth century’s major painters of the landscape” (Tate, 
2017). Within Australia, Williams is widely known as the artist “whose distinctive vision altered 
the way many Australians envisage the landscape” (AGNSW, 2017). His paintings may 
appear to be abstractions at first glance, but anyone who has looked at one for long 
enough is likely to go outside and start seeing the bush as just as he depicted it.  
 

 
Figure 87. Fred Williams, 1965. “Hillock,” gouache on paper, 52 x 54 cm. Collection of the Art Gallery of NSW no. 
161.2004. 

 
 
Williams was born in an inner suburb of Melbourne in 1927 and studied art under George Bell 
and William Dargie (another ranges resident) before travelling to London to study at the 
Chelsea College of Art,1951-1956. It wasn’t until his return to Australia in 1956 that he settled 
upon the Australian landscape as the theme that would dominate his mature work. As art 
historian Keith Broadfoot tells the story, “With Williams freshly back from London, [his friend, 
the painter John] Brack reportedly asked him, ‘Well, Freddy, what are you going to do?’ The 
matter-of-fact response came straight back, ‘I am going to paint the gum tree.’ Stunned 
and in disbelief, Brack responded, ‘You can’t do that. Everybody’s done that,’ to which 
Williams replied, in his characteristic deadpan manner, (perhaps wishing to put an end to 
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any further discussion on the topic but yet also, in an underhand way, maintain the enormity 
of his task): ‘Well, it’s just what I’m going to do.’” (Broadfoot, 2014). 
 
What Brack seemed to suggest had been done to death, Williams turned into decades of 
exploration of both the bush and the nature of abstraction in art—in the process marking a 
major departure from traditional depictions of the Australian landscape.  “He approached 
his subject matter as a stimulus for formal invention and said he strove to depict the 
underlying bones rather than the surface skin of the Australian continent” (AGNSW, 2017).  
Williams also later explained that he chose not to provide a central point of reference for 
many of his landscape paintings deliberately, as a means of representing the sparseness of 
the Australian bush. “In 1978 he stated, ‘In Australia there is no focal point. Obviously, it was 
too good a thing for me to pass up’” (Tate, 2017). Inspired by contemporary American 
abstraction as well as traditional Chinese landscape painting, Williams has become 
particularly renowned for his ability to combine a strong sense of place with abstract pictorial 
spaces (Tate, 2017). 
 

 
Figure 88. Fred Williams, 1965. “Upwey Landscape,” oil on canvas, 148 x 83 cm. Collection of the National Gallery of 
Victoria no. 1553-5 

 
 
By 1963 Williams had married and settled in Upwey. “His years in Upwey are considered the 
point at which he developed some of his most distinctive artistic motifs—for instance the 
introduction of a definite horizon and of abstract natural forms such as the plant-like shapes. 
As a result, the Upwey paintings are among the best-known that Williams made during his 
career” (Tate, 2017). It may have been the setting of his home studio at the base of a valley 
which provided inspiration for the high horizon line thereafter seen in many of his paintings. In 
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2012, Williams’ “Upwey Landscape” of 1965—his most widely reproduced painting—was 
analysed by Mark Dober in a review of the retrospective of Williams’ paintings then touring 
the country (“Fred Williams: engaging with landscape”). This discussion gives some insight into 
the ways in which his work has been appreciated as realist, abstract and painterly:  
 

“In the early 1960s Williams’ art went through a major development. At this time we see 
the emergence and consolidation of the artist’s ‘classic’ style. This development 
involved a series of Upwey paintings and of You Yang paintings that occupied the artist 
for many years . . . Upwey landscape (1965) is a highly regarded painting held in the 
collection of the National Gallery of Victoria. At the time the painting was made, 
Williams was living at Upwey in the forested Dandenong hills . . . An emphatic horizon 
line, hereafter a stylistic feature of much of the artist’s work, divides the painting into 
two abstracted zones representing land and sky. The viewer’s eye is drawn into the 
distance. Yet Upwey landscape, which lacks a foreground, is . . . abstract and flat . . . 
the paint in Upwey landscape is . . . differentiated: ranging from thinly stained canvas 
to thick impasto mark making . . . [applied with] vigour and decisiveness . . . Rounded, 
blotchy dabs in dark tones—representing trees, logs, rocks and other landscape 
debris—are scattered over the other three-quarters of the painting. Those areas where 
the ‘ground’ is left exposed represent the land itself. Upwey landscape is quintessential 
Williams. We see a landscape that looks unmistakably Australian. It is flat, brown and 
dry, with scattered and unkempt looking tree cover. This is a landscape ragged and 
unorganised in appearance, typical of what is to be seen when you drive out of 
Melbourne, particularly north and west, and into the Victorian hinterland. Williams was 
very much concerned with the character of place – but a character of type or kind 
rather than the specifics of a view or moment of experience. This ‘essential’ character 
that Williams wanted was explored in the series format. The collective painting from 
each of these series, corresponding to differing kinds of landscape, has its own 
character as painting: Williams’ method was to adapt his pictorial language to the 
differing character of the various kinds of landscape he investigated – pastoral, 
forested, outback and seaside.” (Dober, 2012) 

 
Another major characteristic of William’s work was its mastery of colour. In the same way that 
a Williams painting may invite the viewer to see a fresh new vision of the way a landscape is 
shaped and organised, it can also invite the viewer to see new colours or colour 
combinations never noticed before in nature. As gallery director James Mollison 
commented: “He has become recognised as one of the great colourists in Australian art, the 
integrity of his combinations unalterable as much as they are surprising” (Mollison, 2012). 
 

Figure 89. Fred Williams, 1969. “Landscape,” oil on canvas, 92 x 198 cm. Collection of the Art Gallery of NSW no. 
5.1971 
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David Thomas writes: “In his Upwey and Lysterfield paintings and allied etchings Williams 
makes a virtue of the scruffiness of the Australian bush creating a new consciousness of its 
unique features through the individuality of his vision. Never before in all its disorder, density or 
openness did it look so elegant. Across fields of paint or on the stained flatness of his 
canvases he created painting after painting of the greatest visual subtlety in a kind of 
endless revelation of the varieties of the landscape and his sophisticated response to it.” 
(Thomas, 2017) 
 
It should be a source of local pride that so many of Williams’ images picture the Dandenong 
Ranges so frequently. Although this has not been much noted previously, his attention to the 
district has implicitly make it the object of admiration throughout Australia (and 
internationally) as well as making it, once more, representative of Australian landscape 
imagery in general. Most of Williams’ paintings refer to landscapes within the locality other 
than the two main previous genres pictured there—the ferns and forest genre made popular 
by von Guérard’s Ferntree Gully painting and the grand outlook paintings typified by 
Streeton. Even in his Sherbrooke series of paintings, to which Williams returned several times 
throughout his life, the emphasis tended to be either on its tall Mountain Ash trees or on an 
individual fern pictured in detail, rather than the exotic, green clumps of ferns favoured by 
earlier artists. However most of Williams’ images from the 1960s concern other landscapes in 
the locality altogether—the partly forested foothills near Upwey and the sparsely treed, rolling 
hills and lake-lands in nearby Lysterfield.  
 
Was it a coincidence that Williams chose to live in Upwey during the 1960s and picture this 
part of the world, which had already been the focus of much attention from earlier waves of 
artists? Or would any inexpensive, bushy place accessible to Melbourne have done just as 
well? Did the landscape here somehow help Williams develop his vision? 
 

 
Figure 90. Fred Williams, 1965-1967. “My Garden,” oil on canvas, 153 x 183 cm. Collection of the Art Gallery of NSW 
no. 165.1999. 
 
"I repaint other people's paintings. See that there? That's 'Bailed up'. You know, Tom Roberts. I've just taken the 
figures out and repainted the background." Fred Williams 1969 (AGNSW, 2017 entry for “My Garden” 1965-67) 
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CONCLUSIONS: CHANGING RESPONSES TO LANDSCAPE AND THE DANDENONG RANGES 
 
William Barak’s vivid artworks of Wurrundjeri ceremonial life—which would have taken place 
in the Dandenong Ranges—are not landscape images in any traditional western sense. They 
do not describe the appearance of the landscape as a separate entity from the artist, rather 
they depict Barak’s people as part of Country. They depict ceremonies which took place on 
sacred ground, the performance of which was crucial to caring for the land. They were 
painted at a time when Barak’s people at Coranderrk were forbidden to conduct 
ceremonies themselves, so the paintings were a means of teaching younger people about 
pre-contact culture and its responsibilities. His artwork of the 1890s was an original mode of 
representation in response to his terrible problem of trying to transmit his culture to the next 
generation at a time when they were denied access to Country and Language. Barak’s 
invented means of representation merged indigenous and western modes of form and 
content just as he tried to straddle both cultures in his life and activism.  It represented his 
people and Country as an integral whole—as he remembered them.  
 
In contrast with Barak, the four mid-19th century images of landscape by Henry Brinton, John 
Skinner Prout, George Alexander Gilbert and Daniel Rutter Long are entirely conventional, 
western responses to the experience of colonisation. All four artists were born overseas and 
experienced difficulties in accurately representing the appearance of this foreign 
landscape. Their drawings depicted the Dandenong Ranges in the stereotypical themes of: 
the ranges as a wilderness; the ranges as arcadia inhabited by indigenous people; the 
ranges as arcadia inhabited by pastoralists (Bonyhady, 1985) and the land as already 
domesticated into a township (with the wild ranges apparent in the distance). These colonial 
drawings are modest works trying to make sense of the new world they were colonising and 
their experiences in taking control of the landscape.  
 
Eugene Von Guérard’s painting, “Ferntree Gully in the Dandenong Ranges” (1857) also falls 
into one of these established colonial conventions—of a representation of the ranges as a 
wilderness by a migrant artist. Compared to the earlier colonial works, however, von 
Guérard’s work was ambitious. The work is not a sketch but a large oil painting depicting a 
sun-lit bower created by towering tree ferns as a natural haven for lyrebirds, a lush and exotic 
green wonderland. It was a real place on the south western slopes of the ranges, 
meticulously executed with an eye for botanical accuracy. The painting was informed by 
international currents of thought such as the 19th century love of natural history and botany, 
the British craze for collecting ferns known as “pteridomania” and the passion for tropical 
vegetation made fashionable by German scientist Alexander von Humbold. Contrary to 
widespread assumptions, it suggested Australia had highly cultured artists and magnificent 
scenery. Not only did the work become the most celebrated Australian painting of its day, the 
place actually became known as “Ferntree Gully”—after the title of the painting—and 
experienced a boom in tourism which continues to the present day. Thus von Guérard’s work 
had a complex relationship to this landscape by idealising it in relation to international 
fashions, turning it into a national icon of Australian beauty and contributing to its 
environmental degradation. 
 
Louis Buvelot and the Heidelberg School depicted the Dandenong Ranges in the 1870s to 
1890s from a distance. In these paintings the ranges form a picturesque blue-grey backdrop 
within wide landscape views of pastoral arcadia where the land gives Europeans peace and 
prosperity. Although born in Europe, Buvelot was admired for his ability to “find poetry in the 
prosaic” and was recognised as the first artist to paint gum trees accurately and 
affectionately. Many of his students such as Tom Roberts and Arthur Streeton later became 
famous as the Heidelberg School artists, considered the first to accurately depict the effects 
of light and atmosphere in the bright Australian sunshine and offering “the first authentic 
vision of the country” (Smith, 1945, p146). It is remarkable that another view of the ranges 
once again became an integral part of an idealised vision of Australia.  
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Fred Williams lived in the Dandenong Ranges 1963-1969 when he executed his best-known 
group of paintings—his “Upwey” series based on views of his own suburb. He had recently 
arrived home in Melbourne after some years overseas and was intent on painting the 
Australian landscape, particularly the gum tree. Although by this time the Heidelberg School 
approach to landscape and gum trees had been so popular for so long it had become 
clichéd, Williams’ take on this subject matter was different, influenced by overseas trends 
towards abstraction and formalism. Williams created a new vision of the Australian bushland 
that was formally beautiful and insightfully realistic, both abstract and figurative. It made the 
Dandenong Ranges once again the subject matter of an iconic vision of Australian 
landscape. This time it was not its fern tree gullies or its blue-grey appearance from afar, but 
its ordinary suburban bushland viewed from Williams’ back yard.  
 
Is it coincidental that such different aspects of the Dandenong Ranges could be part of the 
inspiration for so many different but nationally iconic representations of Australian 
landscape? Did these acclaimed artworks feed back into local people’s understandings 
and appreciation for their landscape? There is much more that could be written about 
responses to the landscape in the work of dozens of other artists who practised in the ranges. 
This analysis of some of the most acclaimed art works associated with the ranges so far would 
be enriched by further research in the future into the broader array of art practice 
undertaken in the Dandenong Ranges. 
 
Summary of “Ridgewalk” 
 
This “Ridgewalk” report is designed to provide background information for implementing a 
series of walking trails between Montrose and Belgrave in the upper Dandenong Ranges, on 
the outskirts of Melbourne. It offers a history of the culture and creativity associated with this 
locality to help ensure that places of cultural and historic interest are considered for inclusion 
in the various pathways being planned across the ridges. The study builds on information 
about creative activity in the ranges already held by Yarra Ranges Shire Council and Yarra 
Ranges Regional Museum. As a result of searching through many more books, online library 
collections and art gallery records, and corresponding and meeting with local historical 
societies, this report offers a list of more than 100 individual historic artists and other creative 
practitioners active in the Dandenong Ranges throughout the 19th and 20th centuries. Still, the 
report does not attempt to document contemporary artistic activity and furthermore 
presents its findings as an indicative rather than comprehensive account of historic artistic 
activity in this locality. 
 
The report firstly presents three brief historical accounts of the Dandenong Ranges—in terms 
of natural history, Aboriginal history and colonial/postcolonial history, with an emphasis on 
significant places and artistic activity. Thus noted are heritage sites, lookouts, historic walking 
trails, buildings, gardens, famous residents and visitors, bushfires and other disasters, activist 
individuals and communities including Indigenous activism, creative households and some 
art works themselves. This section concludes with an assessment of the historical significance 
of the place. Secondly the report presents a stand-alone “Illustrated Catalogue” with 30 
entries on the life and work of locally distinguished individuals and five accounts of local 
“creative households.” Thirdly, out of the enormous array of documented creative activity, 
several highlights of nationally significant artistic practices are discussed. Iconic Australian art 
imagery found to feature the Dandenong Ranges, includes: Eugene von Guerard’s large 
painting, “Ferntree Gully in the Dandenong Ranges,” William Barak’s “Ceremony” paintings, 
many Heidelberg School landscape paintings by artists such as Tom Roberts and Arthur 
Streeton, and numerous modernist landscape paintings by Fred Williams. Fourthly a large PDF 
map notes the locations of heritage places and sites of artistic activity across the ranges. 
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The report shows that artists have had an enormous array of different relationships with the 
Dandenong Ranges. Many have lived here and many more have stayed here with friends or 
visited as tourists, or admired the hills from other vantage points. Some have painted the 
local landscapes up close, others from afar and still others have used the ranges as a 
vantage point for looking elsewhere. They have represented the place in a variety of media 
as quiet and peaceful, and as dramatic and dangerous, as familiar and as exotic, as a site 
of leisure and of work. They have created nationally significant works here that picture it 
intimately and others that do not refer to the local environment at all. Remarkably, much of 
this artistic practice has been associated with environmental and political activism. 
 
Why have the Dandenong Ranges been a locus of such varied and extensive creative 
activity?  Certain characteristics have emerged as important aspects of creative responses 
to the place: that it is a spectacular landscape—thick bushland, giant trees, primitive ferns, 
wildlife, views from and to the surrounding valleys, carefully designed houses and gardens, 
charming villages—which appeals to artistic sensibilities; that it is located conveniently close 
to Melbourne, just an hour’s train ride away, while at the same time, the townships are 
experienced as a series of small, rural communities, providing both a local sense of 
belonging and also proximity to major cultural events and metropolitan stimulation; it has 
been relatively inexpensive to buy and rent housing in the Dandenong Ranges—important 
for those creative people who are better at being creative than making money; and that 
the long history of local activism in defence of the natural and cultural environment, to which 
many artists have contributed, has resulted in the conservation of many of the significant 
attributes of the place and contributed to a strong sense of local identity and community. 
 

Or as Arthur Streeton commented: “the old Dandenong Range takes hold of you directly 
you get there” (Wehner, 2008, p24). 
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ANNEXURE 2: LIST OF ARTISTS AND CREATIVE PEOPLE ASSOCIATED WITH THE 
DANDENONG RANGES 

Last name First name Practice 

Barak William Artist, activist (painter) 

Beckett Clarice Artist (painter) 

Bell George Artist 

Boomly C Artist 

Boyd Emma Artist (painter) 

Boyle David Horticulturalist, illustrator 

Buckmaster Ernest Artist (painter) 

Bunce Daniel Botanist 

Burton Fox Ivy Artist 

Buvelot Louis Artist (painter) 

Caire Nicholas Photographer 

Campbell AJ Photographer 

Card Mary Needlework designer 

Chapman Andrew  

Clark Thomas Artist (painter) 

Coleman Constance Artist (print maker) 

Conder Charles Edward Artist (painter) 

Conyers Tom  

Cox Paul  

Croll Ronald Henderson Writer 

D'Abrera Bernard Entomologist 

Dargie Sir William Artist (pointer) 

Dennis CJ Writer 

Derham Frances  

Earle Clarence Artist 

Ellis Rennie  

Esson Louis Writer 

Farmer John Artist (painter) 

Gertsakis Elizabeth Artist 

Gibson Sir Robert Artist 

Gilbert Charles Web Artist 

Gill Alfred Naylor Artist (painter) 

Gray Elizabeth Artist (glass engraver) 

Gregson Flora  

Griffin Ambrose Sylvester  

Gunn Jeannie (Aeneas) Writer 

Gurdon Norah Artist (painter) 

Gye Hal  Artist 

Haddon Robert J. Architect, sketcher 
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Hammond Charles   Artist, photographer 

Hardy Frank Writer (novelist) 

Harvey Eveline Graphic artist  

Hester Joy Artist  

Hirschfield-Mack Ludwig Architect-artist 

Howell Arthur 

Creative household (associated 
with Frank Hardy writing Power 
Without Glory) 

Howitt Alfred Anthropologist 

Hurry Polly (Mary Farmer) Artist (painter) 

Johnson Phillip 
Landscaper (national advocate for 
turning pools into ponds) 

Jones Horatio 

Creative household (associated 
with Tom Roberts and Arthur 
Streeton) 

Jorgensen Justus Community maker 

Knox Alistair Mud brick house builder 

Le Guin Ursula Writer 

Lindt J.W. Photographer 

Littlejohns Ray Photographer 

Long Daniel Rutter Artist (painter) 

Low Sir David Cartoonist 

Lowe Alan Potter 

Loyd  Charlie Silas   

Maltby Peg Illustrator 

McClintock Alick  

McCubbin Frederick Artist (painter) 

Melba Dame Nellie Singer 

Meldrum Max Artist (painter, teacher, theorist) 

Middleton Max Artist (painter) 

Miyako  (Olinda)   

Creative household (associated 
with Max Meldrum and Justus 
Jorgensen) 

Newman Charles Illustrator 

Newsome Muriel  

Nicholson Mandy Artist 

Norris Harry Architect 

North Marianne Artist 

O'Connor Vic Artist 

Onus Lin Artist,, activist 

Onus Bill Entrepreneur, activist 

Outhwaite Ida Rentoule Artist 

Palmer Vance Writer 

Palmer Nettie Writer 

Parsons Elizabeth Artist (painter) 
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Parsons Beatrice Writer 

Paterson John Ford Artist 

Price Jane Artist 

Pritchard Katherine Susannah Writer 

Prout Samuel Artist 

Pye Mabel Artist 

Ricketts William Sculptor, gardener 

Roberts Tom Artist (painter) 

Romberg Frederick Architect 

Rose Charman's 
cottage (Emerald)  

Creative household (associated 
with writers Katharine Susannah 
Pritchard, Louis Essen and Vince 
and Nettie Palmer) 

Shirlow John  

Short Henry  

Slack Will  

Streeton Sir Arthur Artist (painter) 

Strutt William Artist 

Sumner Alan Artist 

Sunnyside (Kallista)  

Creative household (associated 
with Aeneas Gunn’s writing We of 
the Never Never) 

Sutherland Jane Artist (painter) 

Tindall Ruth Artist 

Tonkin Mary Artist (painter) 

Tregellas Thomas Henry Photographer 

Turner James Alfred Artist (painter) 

Upfield Arthur Writer (detective novelist) 

Von Guérard Eugene Artist 

Walling Edna Landscape designer 

Wehner Volkhard Writer (historian) 

Whitehead Isaac Artist (painter) 

Williams Fred   Artist (painter, print maker) 

Wilson Edward 'Teddy'  

Woorilla (Ferny Creek)  
Creative household (associated 
with Woorilla literary journal) 

Young William Blamire Artist (water colourist painter) 
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Barak, William (c1824-1903), Aboriginal elder, activist and painter  
 
Connection with Dandenong Ranges: 
William Barak was an Wurrundjeri elder of the Woi wurrung, traditional owners of the Dandenong 
Ranges, and his paintings depict the ancient ceremonial life of the original inhabitants. Himself the 
subject of at least three oil paintings and numerous photographs, he was the most famous 
Aboriginal person in Victoria during his lifetime and is now recognised nationally and internationally 
as one of a handful of 19th century Australian Aboriginal artists who pictured the world from an 
indigenous perspective (Sayers, 1994).  
 

 
William Barak, 1897. “Ceremony”, pencil, earth pigments, charcoal and ink on paper, 42 x 54 cm. Inscribed: “drawn by 
Barak/the last of the Yarra Tribe/ Xmas 1897.” Private collection. (Source: Bonhams Auctions online) 

 
“Barak’s drawings have a lot of life in them, a lot of character.  They’re very individual and even 
from this distance you can see it’s an Australian landscape. They’re very actively involved, they’re 
not starving, they’re not dying, they’re all attired in certain ways.  They are people in action, living” 
(Nimmo, 2016 quoting Aboriginal art critic and curator, Djon Mundine). 
When this painting came up for auction at Bonham’s in London in 2016, a group of Barak’s 
descendants from the Wurundjeri Council undertook a crowd-sourcing campaign to purchase it, 
raising some $45,000; however the artwork sold anonymously for more than ten times that price at 
$512,400. The descendants were reported to be “shattered” by the auction result. “Said Wurundjeri 
Elder Annette Xiberras: That painting there showed you how we painted ourselves, it showed you 
the clothes we wore, it showed possum skin drums. How many people knew our women played 
possum skin drums? It was so important the stories there. It’s just another little bit of my culture, 
another little bit of my people that someone has taken from me” (Vanderbyl, 2016). 
 
Biography: 
Barak was born near Brushy Creek (Croydon, Melbourne) c.1824. His father was Bebejan, a 
Wurundjeri ngurungaeta (headman); his mother was Tooterrie, a Ngurai-illam-wurrung woman. As a 
young boy, Barak witnessed the signing of the land “treaty” between John Batman and Aboriginal 
leaders in 1835. With the traditional tribal ways increasingly disrupted, Barak adapted to changing 
circumstances. He attended the Yarra Mission School 1837-1839. In the 1840s he enlisted as a police 
trooper in the Native Police (Mt Evelyn, 2016, pp30-31). 
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During the 1850s Barak probably settled at Acheron station. In early 1863, he and his cousin Simon 
Wonga led a group to set up a new station at Coranderrk near Healesville, about 20km north of the 
Dandenong Ranges, where Barak resided for the rest of his life, becoming a spokesman for his 
people’s rights and protesting against moves to close the station. He argued that Coranderrk and 
other reserves should be managed by the Aborigines themselves: “give us this ground and let us 
manage here ourselves . . .  and no one over us . . . we will show the country we can work it and 
make it pay and I know it will.”  
Barak also used Coranderrk to promote Aboriginal culture by entertaining visitors with his singing, 
dancing, storytelling and displays of Aboriginal skills. Much contemporary knowledge of pre-contact 
Wurundjeri culture comes from information given by Barak to anthropologist Alfred Howitt, for whom 
he was a major informant (Mt Evelyn, 2016, pp30-31). 
The leadership of the Wurundjeri, which had passed from his uncle Billibellary to Barak’s cousin Simon 
Wonga, fell to Barak after Wonga's death in 1874. Barak also inherited responsibility for the 
greenstone quarry at Mount William near Lancefield in central Victoria. The quarry played an 
important role in the life of the Woi wurrung and neighbouring groups. Axe technology was 
embedded in the cultural perception of landscape and belief systems.  The Mount William site was 
a source of stone for axeheads, valuable and prestigious implements which “travelled by complex 
exchange networks over a thousand kilometres beyond Woi wurrung lands. Mount William 
axeheads have been found as far away as South Australia and the Riverina in New South Wales . . .” 
(Mt Evelyn, 2016, p9 quoting McBride, 2000, p247). 
Barak was also a talented artist who combined traditional painting materials of ochre and charcoal 
with European pigments and paper. His paintings mainly depicted the rich ceremonial life of his 
people. There were also several landscape images, including one of his neighbour’s property, 
Yering, which he painted as a gift to his friend, the Swiss vigneron Baron Samuel de Pury (Mt Evelyn, 
2016, pp30-3). A handsome man of dignified bearing, he was also photographed and painted 
numerous times, usually captioned, “the last of the Yarra tribe.” 
Barak married three times but his children all died young, so there are no living direct descendants. 
Barak named as his successors three young men: Robert Wandin, his nephew who became 
ngurungaeta (chief), and Thomas Barnfield and Thomas Dunolly.  
Barak died in 1903 and was buried at Coranderrk Cemetery. An imposing marble monument that 
marks his grave was the gift of his friend, and supporter, Mrs Anne Fraser Bon. The inscription calls him 
“last chief of the Yarra Yarra tribe of Aborigines and his race” and “a sincere Christian” (Mt Evelyn, 
2016, pp30-31). While his paintings were considered “crude” but interesting in his own day (The 
Argus, 28/11/1931), they are now considered iconic and sell for huge sums on the international art 
market. Barak is also remembered and admired for his leadership, his advocacy for his people and 
his grace, courage and perseverance in bridging Aboriginal and European cultures (Mt Evelyn, 
2016, pp30-31).  
 

 
William Barak, c.1880s. Untitled (Ceremony). Ochre & 
Charcoal On Cardboard, 73 x 56 cm. Collection of the 
State Library of Victoria, no. H29640. 

 
William Barak, c1880s. Untitled (Ceremony), ochre and 
charcoal on cardboard, 73 x 56 cm. Collection of the State 
Library of Victoria no. H29641. 
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(Above) William Barak, n.d. c.1890s. 
“Kangaroo crossing the landscape,” 
watercolour, approx. 46 x 46 cm. Private 
collection (Source: Christies Auctions 
online) 
(Right) William Barak, c.1898. “Samuel de 
Pury’s Vineyard,” Watercolour, 56 x 76 cm. 
Collection of the Musée d’ethnogaphie, 
Neuchâtel, MEN V.1238 (Source: Yarra 
Ranges Regional Museum, 2016)  

 

 
 
 

Barak’s greenstone axe, used at 
Coranderrk. The haft is made from split 
wood, bent over and fastened with 
plant fibres. (Source: Museum Victoria 
X80470, photograph by Rodney Start, 
reprodued in Mt Evelyn, 2016).  
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Boyle, David (1820-1900), botanical illustrator and collector for Baron von Mueller  

Connection with Dandenong Ranges: 
David Boyle visited the Dandenong Ranges on numerous occasions to drawn and collect botanical 
specimens for his friend, Baron Ferdinand von Mueller, the Government Botanist—who then 
disseminated them to his global network of botanical enthusiasts. “As director of the [Royal Botanic] 
gardens Mueller was responsible for exchanging seeds and plants with botanists throughout 
Australia as well as European and American herbaria” (Morris, 1974). Boyle also named a giant 
Mountain Ash tree he discovered in Sassafras Gully, “The Baron”, which he measured at a world 
breaking (and probably incorrect) 159 metres tall (since felled). 

 

 
David Boyle, n.d. c.1870s. Detail of Untitled, 
“Asplenium sooriscutatus . . . this is a fern I 
discovered . . . close to the summit of the 
Dandinong mountain ranges,” ink on paper. 
Collection of the Royal Botanical Gardens 
Herbarium Library, Melbourne. (Photo B. 
Hanna) 
 
This is a realist, scientific portrayal of the 
physiological features of this native fern found 
in the Dandenong Ranges. 
 
 

 

Biography: 
David John Boyle was born in 1820 in Kirkpatrick Dumphries, Scotland, the son of a master gardener.  
At the age of 20 he married Isobella Wilson, and the same year, 1841, they sailed to Port Phillip as 
self-funded immigrants. They settled in Nunawading, a suburb east of Melbourne, positioned about 
halfway between the city and the Dandenong Ranges and established an orchard and nursery 
business nearby. Boyle joined the Victorian Horticultural Improvement Society where he met Baron 
Ferdinand von Mueller along with other prominent horticulturalists. By the late 1860s Boyle had 
begun collecting plants for Mueller, regularly embarking on botanical excursions into the 
Dandenong Ranges on horseback or dray, at some danger to himself and his animals. In a letter 
dated 20 June 1879 he explained that the ferns he collected were sent to the “public gardens . . . 
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some to England, about two or three loads . . . some small ones for the nurserymen around 
Melbourne . . . and [I] have never received a fraction for them. I have aided botany in this colony 
more than any man without pay and will do again for the advancement of science” (Pretlove, 
2012, p75). Boyle was featured in an historic photograph of a huge eucalypt he had discovered in 
dense bushland at Sassafras in the Dandenongs, which he measured at a world record height of 
159 metres tall. He named it “the Baron” after Mueller, who had asked him to measure large trees 
he discovered. Although not professionally trained as an illustrator, Boyle was “competent and 
prolific sketcher of fruit, exotic flowers and did some very fine coloured illustrations of ferns of the 
Dandenongs” (Hall, 1978). He completed an estimated 500 or more watercolours and sketches. 
Some were distributed among his family, others donated to Melbourne’s Royal Botanic Gardens 
where they can be viewed at the Herbarium Library. 
 

 
David Boyle, n.d. c1870s. Detail of Untitled, “Polypodium 
rugosulum, Dandinong ranges,”ink on paper. Collection of 
the Royal Botanical Gardens Herbarium Library, Melbourne. 
(Photo B. Hanna) 
 

 
J. Duncan Peirce, 1889. Photo of David Boyle (centre) with 
“The Baron” in Sassafras Gully, Dandenong Ranges, 1889. 
Collection of the National Library of Australia. (Source: 
Pretlove, 2012) 
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Buckmaster, Ernest (1897-1968), painter 

Connection with Dandenong Ranges: 
Between c1940-1968, Ernest Buckmaster lived in the Dandenong Ranges at the historic property of Mt 
Evelyn’s “Grantully” 12-16 Hereford Road Mt Evelyn (since demolished). A prolific painter, he frequently 
depicted local landscapes within and around the Dandenong Ranges, especially making many 
images of the Silvan Dam.  
 

 
Ernest Buckmaster, date. “Dandenong Ranges,” oil on canvas, 71 x94 cm. Private collection. (Source: Australian Art 
Auction Records online  ) 
 
This is a highly skilled but conventional image of a peaceful and prosperous landscape where the natural features and 
the Europeanised featuring pastoral or agricultural farm structures in the foreground, a sun-dappled middle ground and 
the blue hills of the Dandenong Ranges in the distance, offering a grand and enclosing backdrop to the Europeanisation 
of the landscape. 
 

Biography: 
Ernest Buckmaster was born in 1897 at Hawthorn, Melbourne, eldest son of a straw-hat 
manufacturer from England. Ernest lived with his grandparents and helped on their mixed farm at 
Box Hill until he was 14, attending the local state school. In 1913 he was apprenticed to James 
Beament, a sign-writer and amateur artist. Beament encouraged him to join the Victorian Artists 
Society and to enrol at the National Gallery Art School where in 1918-24 he received his formal 
art training from Bernard Hall and W. B. McInnes. During this time he sold 19 of the paintings he 
exhibited with the V.A.S. and won most of the prizes available at the school. He continued 
exhibiting with the Victorian Artists Society, also having solo exhibitions in Melbourne, Sydney and 
Adelaide and showing with the Australian Art Association, the Twenty Melbourne Painters (1933-
62) and the Australian Academy of Art. He undertook commissions to paint portraits and in 1932 
his portrait of Sir William Irvine, the lieutenant-governor of Victoria, won the Archibald prize 
(McGrath, 1993). 
In 1939 Buckmaster married Florence Botting in South Melbourne, with whom he had five children. 
They bought an historic house in Mt Evelyn, “Grantully,” at 12-16 Hereford Road Mount Evelyn 
(Phillips, 2017), understood to be a prefabricated house imported from Peter Thompson of 
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London c.1840 (since demolished). He painted a portrait of the 11 year old daughter of family 
friends, Elizabeth Newitt (m. Connor), who later recalled coming frequently to Grantully for her 
portrait sittings in the early 1940s. She remembered Buckmaster’s outbursts about “the scourge of 
modern art” and that he was working on “many depictions of the Silvan Dam” (Connor, 2012). 
In 1941 Buckmaster won the National Gallery of Victoria's subject picture prize. In 1944 he was 
commissioned by Dominion Breweries to paint landscapes for hotels in New Zealand. In 1945 he 
was appointed an official war artist, commissioned to paint the Japanese surrender in Singapore, 
completing 25 pictures for the Australian War Memorial. In 1951 his book, The Art of Ernest 
Buckmaster, was published by Lothian. He won the Albury (Regional Art Centre) prize in 1950 and 
1963. Buckmaster scorned modernism but was respected for his integrity and for his clearly 
articulated opinions. He died in 1968 and was buried in Lilydale cemetery (McGrath, 1993). 
 

 
Ernest Buckmaster, c.1944. “The Discussion,” materials, dimensions cm. Collection. 
(Source: Mt Evelyn History group personal communication). The painting has 
been reproduced as a mural overlooking a courtyard at Yarra Hills Secondary 
College Mt Evelyn Campus, Burdap Drive. 
 
The Mt Evelyn History Group newsletter states the painting depicts “Andy Renouf 
and Alf Knowles in conversation at the top end of Bailey Road near ‘Grantully’, 
Buckmaster’s home.” (Things Past No.21, October 2009, p2) 

 
Ernest Buckmaster, c.1942. “Portrait of 
Elizabeth Newitt,” materials, dimensions 
cm. Private collection of the subject, 
now Elizabeth Connor, who recalled 
sitting for the artist in the early 1940s. 
(Source:  Things Past, June 2012 ) 
 

  

 
Ernest Buckmaster, n.d.. “The Quarry Lilydale,” oil on canvas, 
64 x 82 cm. (Source: Austrn Art Auction Records) 
 

 
Ernest Buckmaster, n.d.. Black and white reproduction of 
“Rocks and Clouds, Dandenongs” oil on canvas, 54 x 75 cm. 
Private collection. (Source: Austrn Art Auction Records) 
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Ernest Buckmaster, 1942. “Silvan Dam.”  Private collection. 
(Source: Invaluable auctions online) 
 

 
Ernest Buckmaster, n.d. “Silvan Dam,” oil on canvas, 59 x 78 
cm. Private collection. (Source: Austrn Art Auction Records) 
 

 
Ernest Buckmaster, n.d. “Silvan Dam,” oil on canvas, 42 x 75 
cm. Private collection. (Source: Austrn Art Auction Records) 
 

 
Ernest Buckmaster, n.d. “Morning on the Silvan Dam,” oil on 
board, 54 x 84 cm. Private collection. (Source: Austrn Art 
Auction Records) 

 
Ernest Buckmaster, n.d. “Silvan Dam,” oil on canvas, 80 x 106 
cm. Private collection. (Source: Austrn Art Auction Records) 
 
 

 
Ernest Buckmaster, n.d. “Silvan Dam,” oil on canvas, 75 x 101 
cm. Private collection. (Source: Austrn Art Auction Records) 
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Buvelot, Louis (1814-1888), landscape painter  

Connection with Dandenong Ranges 
Born in Switzerland, Louis Buvelot lived in Melbourne 1865-1888 where he painted many 
landscapes with the Dandenong Ranges in the background. He has been described as “one 
of the finest painters who ever worked in Australia” (Smith, 1945, p17) and his teaching 
influenced the development of artists associated with the ranges including Arthur Streeton.  

 
Louis Buvelot, 1874. “Near Lilydale,” oil on canvas, 46 x 69 cm. Collection of the National Gallery of Australia no 

1977.666. 

“What excited his contemporaries about Buvelot's paintings was his ability to find poetry in the prosaic, transforming 
the ordinary and accessible, rather than searching out new romantic subjects in the most remote parts of Victoria as 
Eugene von Guerard and Nicholas Chevalier had done. Part of this transformation of the commonplace was Buvelot's 
treatment of gum trees in paintings such as . . . Near Lilydale. Time and again, Buvelot's contemporaries credited these 
pictures with leading them to stop 'despising' the eucalypts and instead to see that they were at least the equal of the 
oak, the ash and the elm” (Bonyhady, 2000, p160). 
 
Biography 
Abram-Louis Buvelot was born in Morges, Switzerland, son of a postal official. He may have 
been taught in Lausanne by a student of Louis David. From 1834-1852 he lived in Brazil where 
he worked as a photographer and a landscape artist and won public recognition. Except for 
a short stint in India in 1855 he lived in Switzerland between1852-1864 where he worked as the 
drawing-master at a school in Neuchâte. In late 1864 he sailed for Australia, accompanied by 
Caroline-Julie Beguin, a fellow teacher from his school who would become his second wife.  
In Melbourne Buvelot worked initially as a photographer and then as a landscape painter. 
From 1869 he taught landscape-drawing at the Artisans' School of Design in Carlton. He also 
took a private pupils, including the architect, J. J. Clark, Charles Bennett, H. J. Johnstone and 
Arthur Streeton. He had hoped to be appointed to lead the National Gallery School, but was 
passed over in favour of Eugene von Guérard (Mendelssohn, 2011). Buvelot travelled 
throughout Victoria sketching landscapes and may have also visited South Australia and 
Tasmania. In 1884, afflicted with poor health, he gave up painting altogether.  
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Summer Afternoon, Templestowe—described by Arthur Streeton as "the first fine landscape 
painted in Victoria” (The Argus, 16/10/1934)—was one of the first Australian paintings to be 
purchased by the National Gallery of Victoria (Mendelssohn, 2011).  Buvelot died on 30 May 
1888 and was buried in the Kew cemetery, where a memorial was erected by public 
subscription. In 1888 he became the subject of the first retrospective exhibition for an 
Australian artist, mounted by the National Gallery of Victoria; and in 1894 the same gallery 
renamed a gallery in his honour (Gray, 1969; Mendelssohn, 2011).  
[An early critic] “commended the 'truthful' effects of light, the topographic and atmospheric 
realism, and the attractiveness of the pictures. These characteristics persist throughout 
Buvelot's art. His work is frequently likened to that of the French Barbizon . . .  [There was] a 
flourishing little school of 'open air realist' artists centred in Neuchâtel when Buvelot was 
working and exhibiting there. The landscapes by these artists depict small-scale pastoral 
scenes in the immediate locality and reveal an interest in tone and the blond light of forenoon 
and afternoon” (Gray, 1969). 
Max Meldrum considered that it was through Buvelot's “unfailing assessment of 'tone' that the 
Swiss artist came closer than any other painter who had depicted the Australian scene to an 
'objectively truthful' rendering of the appearance of his subject’” (Gray, 1969). 
Buvelot became popular for his images of the familiar, “settled countryside” close to 
Melbourne which “caught the spirit of Australian scenery,” especially in his affectionate 
portrayal of gum trees and the bright light of the midday sun (Bonyhady, 1985, p107). 
Critic James Smith wrote that Buvelot was “the first to point out how admirably the despised 
gum, box, peppermint and stringy-bark trees will lend themselves to pictorial treatment. He 
studied their physiognomy, and he reproduced every detail of it—stem, bough, branch and 
leaf—with conscientious accuracy, but without elaboration of detail. For all artistic purposes, 
indeed, he may be said to have discovered these trees. Previously people looked upon them 
as containing so many tons of firewood” (Bonyhady, 2000, p159 quoting The Argus, 10/7/1888). 
 

 
Louis Buvelot, 1870. “At Dandenong,” oil on board. , 23 x 
35 cm. Collection of the Art Gallery of NSW. 

 
Louis Buvelot, 1866. “Summer afternoon, Templestowe,” 
oil on canvas, 77 x 119 cm. Collection of the National 
Gallery of Victoria.  

 
Louis Buvelot, 1873. “Near Fernshaw,” oil on canvas, 69 x 
122 cm. Collection of the National Gallery of Australia 
no. NGA 76.1 

 
Louis Buvelot, n.d. “Near Lilydale,“ oil on canvas, 45 x 67 
cm. Private collection. (Source: Austrlaian Art Record 
online) 
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Louis Buvelot, 1870. “At Lilydale,” oil on canvas, 76 x 
102 cm. Collection of the Art Gallery of NSW. 

Louis Buvelot, 1880. “Pool at Yerringberg near Lilydale,” oil 
on canvas, 38 x 56 cm. Collection of the Art Gallery of NSW, 
no. 9651 

 
“At Lilydale” is a medium-sized figurative painting of a pastoral scene in the Yarra Valley which shows the Dandenong 
Ranges as a picturesque backdrop, viewed from the north. It does not show exotic features of the locality such as 
giant Mountain Ash trees, ferns or lyrebirds but is instead a generic Australian pastoral scene: cows walking down a 
muddy track edged by untidy gumtrees and dropped branches. The oil painting, using photographic-style 
perspective and detailing, shows a wide view of land and sky, suggesting prosperity and tranquillity in a grand setting.  
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Card, Mary (1861-1940), crochet designer  

Connection with Dandenong Ranges: 
Mary Card moved to Olinda in 1908 where she is understood to have designed a house for herself at 
1498 Mt Dandenong Tourist Road (now listed by Yarra Ranges Council). She was involved with the design 
and construction of several other residences in the area for herself and some of her many sisters; “Card’s 
Lane” was named after them. After Card left in 1917 for America and Britain, she stayed at Olinda when 
visiting Australia, and died at her home there in 1940. Her early crochet designs frequently included 
Australian flora and fauna but no icons specific to the Dandenong Ranges—except, perhaps, for her 
“lyrebird.” 
 

  

 
Mary Card design, c1910s. “Lyrebird,” crochet pattern for doily. (Source: 
Romanz Love Vintage doily design for sale online via Etsy, 2017). 
 
 

Biography: 
Mary Card was born in 1861 in Castlemaine Victoria, the eldest of 10 children of a watchmaker-
jeweller. When she was 12 the family moved to Melbourne and by 1880 she was a student at the 
National Gallery School of Design. In the late 1880s she wrote a novel, probably never published. 
Around the same time, she established a small private school in Auburn Road, Hawthorn. She also 
developed an interest in speech training but by 1903 her increasing deafness made it necessary 
for her to find a new occupation (O’Neill, 1979). 
Card decided to combine her writing, drawing and needle-work abilities to become a 
professional designer and teacher of needlework. She learned the principles of Irish crochet and 
discovered that she could make new designs to be worked from a chart method, of her own 
invention, rather than the usual printed directions. Her first designs were published in the Ladies' 
Home Journal in the United States of America. These were very successful and in 1909 she 
decided to offer her designs and a monthly article also to the New Idea, Melbourne. Her patterns 
became so popular that the editor reprinted many. Her first book (Mary Card's Crochet Book No. 
1) was published in 1914 and others followed (O’Neill, 1979). They made her “the world’s most 
famous crochet lace designer” (MAAS, 2017). Crochet was a popular hobby amongst Australian 
women at this time, probably for a number of reasons: “including established custom, its ability to 
enhance a woman’s status as a home maker and the almost obsessive need to be occupied at 
all times (there was a belief that ‘the devil finds mischief for idle hands to do’). It was also a 
continuation of the fussiness and obsession with covers from the Victorian era” (MAAS, 2017). 
Around 1908, Card is said to have designed a home for herself at 1498 Mt Dandenong Tourist 
Road in Olinda. She is also understood to have designed houses for other members of her family 
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in Olinda, mostly around Cards Lane, which was named after them. Local historian Volhard 
Wehner wrote a book about the lane, noting that there were eight Card sisters, of whom a 
number resided in Olinda for some or many years between 1911 and 1970: 
 
“Cards Lane has had an inordinate number of interesting, talented or eccentric inhabitants, quite 
out of proportion to its size . . . Among the eclectic collection of inhabitants of the Lane one fact 
stands out: that is the striking preponderance off women who, on close examination, turn out to 
be quite exceptional, resourceful, devoted to their various chosen paths, and gifted in their 
different ways” (Wehner, 1999, pp2-3, Dedication).   
 
With five books doing well in 1917, Mary went to the U.S.A. to launch some of her newer designs. 
In New York, The Mary Card Co. was set up to reprint her crochet books. Later she settled in 
England in a studio-cottage at Barkham, Berkshire. She continued to produce designs for more 
than twenty years, some of which she reputedly sold to publishers for several hundred pounds 
each. She became steeped in English history and became interested in ecclesiastical 
architecture. She liked to remind herself that she “belonged” to a “pioneer land.” She visited 
Australia occasionally and early in 1940, in poor health, she returned to Victoria to live at Olinda, 
where she shared a cottage with her sister Harriet. She died there later that year and was 
cremated (O’Neill, 1979). As well as Wehner’s history of Card Lane, a novel written by Barbara 
Jefferis was published about Mary Card in 1982: Three of a Kind. 
 

  
Mary Card designed filet crochet, c.1932. “Woodland mat,” centre piece 
made in Australia. Collection of the Museum of Applied Arts & Sciences. 
 
This was “part of a series which included a table cloth, a chair set, and a 
tea cosy cover . . . The design was published in Australian Home Beautiful in 
October 1931, and was included in Chart No 70 sold by the Pattern Shop in 
England. . .  The design features deer grazing under a tree with no leaves, 
with a border of rabbits and a bird in the nest. This border uses a 
background characteristic of Mary Card, of long rectangular spaces which 
were quite challenging to work well.” (MAAS, 2017)  
 

 
Mary Card, c.1927. Mary Card's crochet 
book. no. 4: containing designs & charts in 
the new filet crochet for Australian and 
New Zealand crochet workers, T. Shaw 
Fitchett. Held National Library of Australia. 
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Mary Card, house possibly designed by Card herself 
for her own home at 1498 Mt Dandenong Tourist 
Road, c.1908. (Source: Yarra Ranges, 2017) 
 
The house, possibly originally known as “Carinya,” is 
built of weatherboard with brick chimneys, one 
storey with attic and rectangular in plan with 
verandahs on both levels. There have been 
substantial additions in recent years and the place 
is now run as a commercial B&B. 

 

 
Volkhard Wenher, detail of cover image for his book 
published by Leddicott Press about Cards Lane and the 
Card sisters, 1999. 

 
Frontispiece of Volkhard Wenher’s book published by 
Leddicott Press about Cards Lane and the Card sisters, 1999.  
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Coleman, Constance (1903-1990), artist and poet, Wanderslore  

Connection with Dandenong Ranges: 
Coleman created artworks evoking the landscape of the Dandenong Ranges. She was also a poet 
and conservationist who lived nearby at “Wanderslore” in the Yarra Valley, at 2180 Warburton 
Highway, Launching Place. Just before her death she gifted her Wanderslore property to the Trust 
for Nature as a sanctuary for the preservation of native plants and wildlife. Her studio remains in 
place today, a rare surviving historic artist’s studio within the locality, and is the meeting place for 
the Friends of Wanderslore Group (PPWCMA, 2017). The property has been locally heritage listed. 
 

 

 
Constance Coleman, c1982. 
Reproduction of an untitled linocut from 
the frontispiece of her self-published book 
of poems and illustrations, Bellbirds and 
Other Poems. 
 
 

 
Biography: 
Constance Coleman inherited one of the lots behind the Launching Place hotel from her father, 
William Rowland Coleman, the scenic artist for J C Williamson theatres. She converted his fishing 
shack into a cottage and when the Launching Place rail station closed down, she had the station 
master’s office moved up the hill to become her studio. Coleman was the headmaster at several 
schools, including Lilydale High School, but eventually withdrew from teaching to make art works 
full-time in her studio at Wanderslore overlooking the Yarra Valley at Launching Place. She never 
married and devoted her life to teaching, painting and establishing the Wanderslore Bushland 
Sanctuary. (Understory, 2013; PPWCMA, 2017). 
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Constance Coleman, c1982. Untitled reproduction of 
linocut from her book of poems and illustrations, Bellbirds 
and Other Poems. 
 

Constance Coleman, c1982. Untitled reproduction of 
linocut from her book of poems and illustrations, Bellbirds 
and Other Poems. 

Constance Coleman, c1982. Untitled reproduction of 
linocut from her book of poems and illustrations, Bellbirds 
and Other Poems. 
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Dargie, Sir William (1912-2003), artist 

Connection with Dandenong Ranges: 
Dargie lived in the Dandenong Ranges from1947 to 1952, where he painted landscape images of 
the locality. In 1947 he was living at Sunset Avenue Olinda and in 1950 he was living at St. Austell, 
Clarkmont Road Sassafras (McKenzie, 2017). As an art teacher at the National Gallery of Victoria Art 
School, he taught other artists associated with the ranges including Fred Williams. 
 

 
William Dargie, c.1950. “Mt Dandenong summit at Olinda (Painted from Sir Arthur Streeton’s gates)” oil on canvas, 50 x 60 cm. 
Private collection. (Source:  Australian Art Sales Digest online, courtesy Leonard Joel) 
 
This small oil painting depicts bushland, hills and view into the distance with gentle blue sky overhead, and several tiny figures 
in the foreground. The view is naturalist, tonalist, peaceful, suburban and light-filled. It combines the majesty of nature with 
everyday suburban figures enjoying the view. It may be paying homage to Streeton not only in its title but in reproducing one 
of his favoured views of the ranges. 
 

Biography: 
William Alexander Dargie was born in 1912 at Footscray, Victoria, the son of a timber worker and 
school teacher. He became a highly successful Australian portrait artist of the mid-twentieth century, 
winning the Archibald Prize eight times. His younger brother Horrie Dargie also achieved fame but as 
a band-leader, TV presenter and film score composer.   
William Dargie trained as a school teacher and had his first posting at North Williamstown State 
School where he met the young writer Hal Porter, who became a close friend. He didn’t know 
whether he wanted to be a tennis player or a poet until he visited the art studio of Archie 
Colquhoun, a follower of Max Meldrum: “Twenty minutes in that studio and I was lost.” He took time 
off teaching to study with Colquhoun and also learnt from George Allen, Napier Waller and possibly 
Tom Carter. Also around this time he met Tom Roberts, Arthur Streeton and Louis McCubbin. He 
began exhibition and selling his paintings, leaving school teaching to become a full-time artist in 
1936, and marrying fellow art student, Kathleen Clara Howitt in 1937.  
In 1941 Dargie enlisted to fight in World War II but was quickly reassigned as an official war artist. He 
travelled in the Middle East, New Guinea, India, Burma, Greece and Crete, picturing the war and 
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won the prestigious Archibald Prize for portraiture his first three times during these years for his 
portraits of soldiers. In 1943 while stationed at a military base in Queensland, Dargie painted a 
cheeky portrait of General Macarthur on the back of a toilet door “as Dargie envisaged he would 
have looked, seated on a lavatory. [In 1973] The work was eventually sold for $7000 . . . Many years 
later, (in 1980), Sotheby's [suggested its] … reserve price should be set at 2 million Australian dollars” 
(McKenzie, 2017). 
After the war Dargie was appointed head of the National Gallery of Victoria Art School (1946-953) 
when the student body included John Brack, Clifton Pugh and Fred Williams. In 1944 Dargie became 
a patron of the “Save the Dandenongs League” with John Farmer (of Miyako) and William Ricketts. 
He was later called the “quiet driving force” whose influence helped William Ricketts achieve his 
dream of a sanctuary. By1947 Dargie was living in Sunset Avenue Olinda. “In 'Who's Who in Australia', 
1950, Dargie's address is given as 'St. Austell', Clarkmont Road, Sassafras, Vic . . . with its beautiful four 
acre garden” (McKenzie, 2107).  In 1952 he moved permanently to Canterbury in Melbourne. In 
1954 Dargie travelled to London where he painted a portrait of Queen Elizabeth at Buckingham 
Palace.  
Dargie wrote a book, On Painting a Portrait, which was published in London by Artist Publishing. 
Dargie was a member of the Melbourne Club, Melbourne Savage Club, Victorian Artists' Society of 
Twenty Melbourne Painters and the Australian Academy of Art. He was a member of the 
Commonwealth Art Advisory Board (1953 - 1975), the Aboriginal Arts Advisory Committee (1969-
1971) and was trustee of the A.M.E. Bale Art Foundation Trust for close to fifty years. In 1969 he was 
awarded a C.B.E. and in 1970 he was knighted for his services to art.  McKenzie considered Dargie’s 
two strongest qualities were his “strong organizational skills,” and “his encouragement of other artists, 
especially young artists,” furthermore that “Dargie could relate to anyone. From the poor to the rich, 
to people from all walks of life and from all ages.” (McKenzie, 2017). Critic and curator Patrick 
McCaughey considered Dargie to be “the most conservative strain imaginable in present-day 
Australian art.” Dargie expressed disapproved of the purchase of Jackson Pollock’s expensive 
abstract expressionist painting, Blue Poles by the Whitlam Government and was excluded from 
influential positions under that national government (1972-1975). A major exhibition of Dargie's 
portraits was held at a private gallery in Melbourne in 1985. In 1990 a major article about his career 
quoted him saying:  
“I discovered when I was quite young that if you were going to paint with any reasonable chance 
of success at all the picture had to appear, as it were, before you in your mind's eye with the brush 
strokes too but still incomplete. I was surprised years later to hear Freddie Williams say that this was 
the thing he most remembered and put into practice.” (McKenzie, 2017 quoting The Age 11 
February 1990). 
 

 
William Dargie, 1949. “Summer in the Dandenong 
Foothills,” oil on canvass, 36 x 45 cm. Private collection. 
(Source: Australian Art Sales Digest) 
 

 
William Dargie, date. “On a summer’s Day Box Hill,” oil on board, 
29 x 39 cm. Private collection. (Source: Australian Art Sales 
Digest) 
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William Dargie, date. “Kite flyers,” oil on canvas, 36 x 44 cm. 
Private collection. (Source: Australian Art Auction records 
courtesy Australian and European Paintings Elder Fine Art 
Adelaide) 
 

  
William Dargie, c.1950s. Mural for the foyer of the New 
Holland Australasia Building (Source: McKenzie 2017) 
 

 
 
 

 
William Dragie, 1954. Portrait of Queen Elizabeth” oil on 
canvas, 102 x 76 cm. Collection. (Source: Australian National 
Museum ) 
 
“The 'wattle painting', as it became known, was well received 
by the Australian public and became one of the most 
recognisable and treasured examples of 20th-century 
Australian portraiture. Shortly after its completion, colour prints 
were made available and the work took on the status of 
official portrait” (Wikipedia, 2017). In 1994 this portrait was 
featured by Australia Post on a 45cent stamp. 

References: 
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Gurdon, Norah (1881-1974), painter 

Connection with Dandenong Ranges: 
Norah Gurdon lived in the Dandenong Ranges during the 1920s and 1930s where she painted many 
landscape scenes of the locality. Her photo album also depicts scenes of her pleasant life in the 
ranges with her sister and friends. It includes photos of their timber house under construction and the 
signatures of their friends and visitors including local creative identities such as Edna Walling, Blamire 
Young and Arthur Streeton. Gurdon lived on the corner of Grange Road and Alma Avenue, 
Kalorama. The house is still there although it has been added onto over the years (Johnson, 2017). 

 
 

Norah Gurdon, c.1920s. “Kalorama 
House,” oil on board, approximately 33 
x 26 cm. Collection of Neil Johnson. 
 
This painting was recently acquired by 
Neil Johnson, the current president of 
the Mt Dandenong & District Historical 
Society. His grandmother lived in the 
Dandenong Ranges and was friends 
with Norah Gurdon. He inherited 
Gurdon’s family photo album and is 
now collecting Gurdon paintings. This 
painting is important to him because 
Kalorama House was the childhood 
home of his mother and her sisters. His 
grandfather had purchased the house 
from his father, as part of buying the 
Mount Joy property (a large house on 
top of the hill). This was later acquired 
by Parks Victoria who demolished 
Kalorama house and built a pavilion in 
its place (below the lookout). The 
locality was originally known as North 
Mt Dandenong but, following 
community consultation, changed its 
name to “Kalorama” after this 
prominent house (Johnson, 2017). 
 

Biography: 
As a child Norah Gurdon migrated to Australia from England with her family. She studied art at 
the National Gallery of Victoria 1901-1908 under Frederick McCubbin and Bernard Hall. In 1907 
she exhibited paintings with the Victorian Artists Society and later became a member of the 
Australian Art Association and the Melbourne Society of Women Painters and Sculptors. She 
travelled to England in 1914 and spent two years nursing with the Red Cross Hospital at Le Croisic, 
returning to Melbourne in 1920. She remained independent, did not marry, and made further trips 
to Europe in1927 and 1937. Members of the Melbourne Society of Women Painters and Sculptors 
reported “successful outdoor painting days were held at the studio of Nora Gurdon in Mount 
Dandenong.” One fundraising event suggests she was a “weaver who made rugs and bags to 
raise money for the cause (AFAS, 2017). In 1923 her painting, “Under the Window,” was well 
received in the Exhibition of Australian Art in London (AFAS, 2017). In 1937 she exhibited 52 
paintings at the Fine Art Society’s Gallery in which the proceeds of all sales went to the building 
fund of the St Georges Hospital, Coltham Road, Kew. Many of her works depicted scenes around 
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Kalorama and the Dandenong Ranges where she lived (FASG, 1937). Her style of painting has 
been characterised as Impressionist in the Heidelberg School style or Post-impressionist.  
 

  
Norah Gurdon, c.1020. “In the Blue Gum Country,” oil on 
board, 47 x 31 cm. Private collection of Neil Johnson. 
 
 

Norah Gurdon, c.1920s. “Through the trees, Dandenong 
Ranges,” oil on canvas, 55 x 45 cm. Private collection of Neil 
Johnson. (Source: Moss Green) 
 

 
Norah Gurdon, 1922. “Under the Window,” oil on canvas, 
45 x 55 cm. Collection. (Source:  Day Gallery) 
 
 
 

 
Norah Gurdon, c.1920s-1930s. “The Great Barn Kalorama,” oil 
on canvas. Collection of the Yarra Ranges Regional 
Museum. (Source:  Yarra Ranges Regional Museum online 
catalogue) 
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Norah Gurdon’s family photo album, c1920s, showing signatures 
of friends and visitors including Blamire Young. Collection of Neil 
Johnson. 

  
Norah Gurdon’s family photo album, 1924, showing 
photos of her house in Kalorama under construction. 
Collection of Neil Johnson. 
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Hammond, Charlie (1870-1953), illustrator, photographer, diarist, home builder 

Connection with Dandenong Ranges: 
Hammond lived about half his life in Belgrave (then known as Tecoma), from 1914 to 1953, 
where he photographed and painted many images of the locality. This included the building of 
his own home (since demolished, although the remaining gardens have been heritage listed 
including an avenue of pine trees and a Bunya). His personality was charismatic and his 
painting style illustrative, amusing and locally admired. His sketchbooks were donated to the 
State Library of Victoria resulting in hundreds of his images being scanned and made available 
online, bringing his art to a much wider audience than previously imaginable. 
 

 
Charlie Hammond, c.1930. “Tony on holiday,” three pencil sketches on paper, 13 x 18 cm. Collection of the State Library 
of Victoria. 

 
Biography: 
Charles Edward Bruges Hammond was born in London in 1870. He and many of his siblings 
eventually settled in Australia and New Zealand, one brother going to Canada. For some years 
he moved between England and Australia finally settling in Australia. In 1897 he sketched the 
biggest fire seen in Melbourne up to that time and this illustration featured in newspapers and 
magazines all around the world. For many years he worked on commissions from the leading 
newspapers and magazines for his illustrations of major events including the Spanish-American 
War and the Boer War. Between 1900 and 1910 he produced a series of postcards based on the 
poems of Adam Lindsay Gordon and "Banjo" Patterson (Libraries Australia, 2017). Charlie and his 
brother Bert started an art and photography studio in Melbourne, supplementing their income 
with farm work in both Australia and New Zealand at various times.  Charlie moved to the 
Dandenong Ranges in 1913 and built a house with his own hands in Tecoma (now known as 
Belgrave).  He named it “Winscombe,” and this would be the place that he called home for the 
remainder of his life (Anonymous, 2016). At the time of his death Charles Hammond was very well 
known locally as an artist and photographer (Libraries Australia, 2017).  
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Charlie Hammond, n.d. Untitled (Garden at Tecoma), photo. 
Collection of the State Library of Victoria.  
 

Charlie Hammond, n.d. “View from Kitchen Window at 
Winscombe,” watercolour on paper, 14 x 23 cm. 
Collection of the State Library of Victoria. 
 

  
Charlie Hammond, 1897. “The Great Fire of 
Melbourne.” (Source: 
www.charliehammond.org/story.html) 
 

Charlie Hammond,1 913 “Firefighters checking a fire at the railway 
at the end of my block [Tecoma]” photo mounted on cardboard, 
hand coloured, 10 x 15 cm. Collection of the State Library of 
Victoria, no. H90.73/3/11a. 
 

 
Charlie Hammond, 1889. “Charles & Bert pass the Fernside Bicycle Club,” materials, dimensions cm. Collection. 
(Anonymous, 2016) 
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Horatio Jones’ House, creative household (16 Blackwood Street, Tecoma) 

Connection with creative people in the Dandenong Ranges: 
Horatio Jones House at 14-16 Blackwood Street Tecoma was built in the early 1920s when Jones 
and his two sisters, Annie and Christina, were recovering from the devastation of World War I and 
bankruptcy. A two-storey vernacular house built of timber and clad in flattened kerosene tins, it 
was comfortably furnished and said to have been a place visited by prominent artists who lived in 
or visited the Dandenong Ranges including Tom Roberts, Arthur Streeton, CJ Dennis, pianist 
Hephzibah Menuhin and her husband Lindsay Nicholas (part of the family who had marketed 
Aspro and built Burnham Beeches in Sherbrooke). 
 

 
Horatio Jones House, 1920s. Timber house lined with flattened kerosene tins. Private ownership. (Source: B. Hanna photo 
from rear of the property on Hazel Grove, October 2017) 

 
Stories of the house and its occupants: 
Horatio Jones (1870–1949) was an engineer and inventor who also painted, wrote poetry and 
played music. His house is said to have became known as “Halfway Stopover” to C.J. Dennis, 
Arthur Streeton and Tom Roberts because they often stopped there travelling between the 
Dandenong Ranges and the city. One of the unconfirmed stories about the place is that Jones 
built them their own shack elsewhere on the property (Petersen, 2001). 
A gifted inventor from an early age, Jones served an apprenticeship for three years in a metal 
trade with the Atlas Co but was later described as an engineer, the same profession as his 
stepfather. It is said that in 1914 he became engaged to Caroline Hearst, the daughter of 
American media magnate William Randolph Hearst. By 1915 he had enlisted and was fighting in 
Gallipoli. He was discharged in 1916 due to rheumatism and later developed heart problems. While 
he was at war, his stepfather died and his two half-sisters, Annie and Christina, lost their fiancés on 
the battlefields at Gallipoli. Shortly after his return his mother died and a business associate 
embezzled money from their engineering firm. The story suggests that he was broke, sick, 
depressed and believing that his life would be short so he broke off his engagement with Hearst. 
Heartbroken, she returned to America, leaving the house she had furnished and prepared for 
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married life, and virtually all her possessions to Annie. In 1920, with the proceeds from Caroline’s 
house, Horatio bought three hectares at Tecoma in a secluded valley. By the banks of Little Ferny 
Creek he built an extraordinary, two-storey, open plan timber house clad in flattened kerosene tins 
for himself and his stepsisters. (Petersen, 2001) 
“The house was an unusually grand and rare example of shanty construction in the early twentieth 
century. In contrast to the tin exterior, the elegant interior with antique furniture and fine furnishings 
illustrated the comfortable lifestyle maintained by the family under adverse conditions. The Union 
Jack hung over his four-poster bed. Jones's creativity and adaptiveness were also displayed in his 
inventions, which included a patent rabbit exterminator and a water wheel that generated power 
from the creek on the property” (Sagazorio, 2005). 
“Horatio and his sisters recreated something of their former lifestyle. Using Caroline's furniture, they 
held musical soirees, dinners and afternoon teas. The Joneses made liqueurs, wines and cider. They 
kept bees, geese and chickens, and planted fruit trees, vegetables and an exotic garden. A 
banana passionfruit creeper with shocking pink flowers formed a canopy and creepers formed 
garlands from tree to tree. Rhododendrons, still flourishing along the driveway, were planted by 
Horatio.” (Petersen, 2001) 
“Predeceased by his sisters Annie (in December 1937) and Christina (in October 1945), Horatio died 
on 28 June 1949 at Heidelberg Repatriation Hospital, and was buried in the Presbyterian section of 
Ferntree Gully cemetery. The National Trust of Australia classified his house in 1985 and it was 
added to the Register of Historic Buildings in 1993 and to the Register of the National Estate in 1996” 
(Sagazorio, 2005). The house is still standing, although now surround by suburban housing, and has 
been heritage listed on the local Yarra Ranges Shire heritage overlay and on the state Victorian 
Heritage Register. It is best viewed from Hazel Grove at the rear of the property. 
 

 
Horatio Jones House, c.1920s. (Source: Petersen, 2001) 
 

 
Horatio Jones House, c.1920s. (Source: Petersen, 2001) 
 

 
Horatio Jones House, c.1920s. (Source: Petersen, 2001) 
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Horatio Jones House c.1920s. (Source: Yarra Ranges 
Shire Council heritage overlay) 

 
Horatio Jones House, 1920s. Timber house lined with flattened 
kerosene tins. Private ownership. (Source: B. Hanna photo from rear 
of the property on Hazel Grove, October 2017) 
 

 
Sketch plan for ground floor of Horatio Jones House. 
(Source: Petersen, 2001) 

 

 
Sketch plan for first floor of Horatio Jones House. (Source: 
Petersen, 2001) 
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Lindt, John William (1845-1926), photographer 
 
Connection with Dandenong Ranges: 
Lindt was a successful commercial photographer whose subject matter included photos of Ferntree 
Gully in the Dandenong Ranges as well as more generalised images of ferny forest scenery taken in 
the vicinity of the ranges. In the 1890s Lindt developed a property he called “The Hermitage” at 
Blacks Spur (161 Maroondah Highway, Narbethong), about 50 km north-east of the Dandenong 
Ranges, where he entertained visitors including opera singer Dame Nellie Melba, Government 
Botanist Ferdinand von Mueller and the Californian redwood expert John Muir. In 1904, with Nicholas 
Caire he co-authored the Companion Guide to Healesville Blacks' Spur, Narethong and Marysville, 
which celebrated the scenery of the district and sold widely.  
 

 
 

 
J.W. Lindt, 1894. 
“Fern Tree Gully, 
Bullock Dray, One 
Tree Hill,” albumen 
silver photograph, 
15 x 20 cm. 
Collection of the 
National Gallery of 
Australia, no NGA 
85.191.14. 

 

Biography: 
John William Lindt was born in 1845 in Frankfurt in Germany, the son of customs officer. At the age of 
17 he ran away from home and joined a Dutch sailing ship, disembarking at Brisbane. He worked at 
a photography business in Grafton in northern NSW which he eventually acquired. His best known 
photos from this time are images of the Clarence River district and its Aboriginal people. In the late 
1870s he sold this business and moved to Melbourne where he established a photographic studio in 
Collins Street and specialised in society, theatre and landscape photography. Many of his 
photographs were used in Victorian railway carriages. In 1880 he photographed the capture of 
Ned Kelly’s gang at Glenrowan. In 1885 he went with Sir Peter Scratchley's expedition to British New 
Guinea as official photographer and exhibited these photographs later in Europe. He also 
photographed the New Hebrides in 1890 and Fiji in 1892. He received a gold medal from the 
Photographic Association of Vienna and became a member of London’s Royal Geographical 
Society. He was official photographer for the 1888 Melbourne International Exhibition.  
After Lindt’s business became unviable in the 1890s depression, he moved to The Hermitage, a 
property he developed in 1894 at Blacks Spur near Narbethong, about 50 km north-east of the 
Dandenong Ranges. “The Hermitage began as a picturesque complex of six separate timber 
buildings, set in landscaped gardens on a steeply sloping site of Mountain Ash forest. For about 
fifteen years, from 1894, Lindt improved the property and the establishment grew to accommodate 
about thirty guests” (VHR, 2017). “It became a well-known pleasure resort, with such attractions as 
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three New Guinea-type tree houses in the garden designed by Ferdinand Mueller. Guests 
remembered Lindt's hospitality, his bush-walking, his flair for telling stories and showing lantern slides 
and his playing on the viola at musical evenings.” (Frost 1974). His 1904 Companion Guide to 
Healesville Blacks' Spur, Narethong and Marysville, co-authored with Nicholas Caire, celebrated the 
scenery of the district and sold widely.  
Lindt died at the aged 81 in his home at the Hermitage when it was burnt down during the disastrous 
bushfires in 1926. The surviving buildings have since been heritage listed on Murrindindi Shire heritage 
overlay and on the Victorian Heritage Register. 
 

 
John William Lindt or Nicholas Caire, before1904. “Fern 
scene, Morley track,” photograph reproduced in their book 
of photographs of the locality, 1904. 

 

 
John William Lindt or Nicholas Caire, before 1904. “Type of 
corroboree men, Coranderrk,” photograph reproduced in 
their book of photographs of the locality, 1904. 

 

 
J.W. Lindt, 1876-1900. “Water Falling in a Fern Gully,” 
albumen print, 15 x 20 cm. Collection of the National Gallery 
of Australia, no 81.2905.1B. 
 

 
J.W. Lindt, 1889s-1894. “One Mile Bend Black Spur,” albumen 
silver photograph, 15 x 20 cm. Collection of the National 
Gallery of Australia no. NGA 85.191.13. 

 

 
J.W. Lindt, 1894. “The Hermitage,” gelatin silver photograph, 
30 x 61 cm. Collection of the National Gallery of Victoria no 
PH72-1975, also reproduced in Lindt and Caire, 1904 . 
 

 
J.W. Lindt, 1920s. “The Hermitage,” gelatin silver photograph, 
31 x 61 cm. Collection of the National Gallery of Victoria no. 
PH71-1975. 
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J.W. Lindt, before 1904. “The gatehouse at the Hermitage,” 
photo reproduced in Lindt and Caire, 1904. 

J.W. LIndt, c1912. “Four Women in Tourer Car outside the 
Hermitage,” gelatin silver photograph, 16 x 20s cm. Collection 
of the National Gallery of Victoria no. PH85-1977 
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Long, Daniel Rutter (c.1803-1886), painter 

Connection with Dandenong Ranges: 
Long was based in Melbourne and painted landscape images of places throughout Victoria 
and in the other colonies, including views of and within the Dandenong Ranges.  
 

 
Daniel Rutter Long, “Dandenong Ranges 1881,” oil on board, 30.8 x 46.3 cm, Private collection. (Source:  
www.arcadja.com/auctions/en/long_daniel_rutter/artist/156847/) 
 
This is one of few 19th century paintings which depict Aboriginal people in the vicinity of the Dandenong Ranges.  
 
Biography: 
Daniel Rutter Long was born in England in 1803. After training as a pharmacist he 
immigrated with his family to Port Phillip in 1840. By 1843 he had his own chemist shop and 
later established a well-known pharmacy on the corner of Bourke and Exhibition Streets 
Melbourne. During the gold rush of the 1850s he purchased gold at the shop for shipment to 
a Quaker syndicate in London. Retiring from the business in 1857 Long took up painting 
landscapes of places throughout Australia. Long was elected a local councillor and later 
mayor, and was instrumental in the erection of Prahran Town Hall. He was also a member of 
the Police Court Bench for many years.  The State Library Victoria has Long’s sketchbook 
with watercolours of Gippsland scenes. The National Library of Australia has several of his 
works, including the Mt Evelyn saw mill painting. His house “Duncraig,” (former Hampden 
Villa) at 31 Hampden Road Armadale, is heritage listed on the Register of the National Trust 
and the Stonnington City heritage overlay.  
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 Daniel Rutter Long, 
1857. “Sawmills, Mt 
Evelyn,” oil on canvas, 
66 x 105 cm. Rex Nan 
Kivell Collection of the 
National Library off 
Australia. 

 

 Daniel Rutter Long, 
c.1856-1883. Untitled 
[Aboriginal shelter in 
bushland]. Oil on 
cardboard, 24 x 31 
cm. Collection of the 
State Library of 
Victoria.  
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Lowe, Allan (1907-2001), ceramic artist 

Connection with Dandenong Ranges: 
Allan Lowe was a full-time potter living in Ferntree Gully in the Dandenong Ranges from 1944.  
His simple earthenware forms with sophisticated glazes made by himself and family members 
have sold widely throughout Australia and to public galleries. Understood to have left-wing 
sympathies, he also collaborated with his friend Bill Onus in making “Euro-Aboriginal pots” for 
sale at Onus’ Aboriginal Enterprises shop in Belgrave.  
 

 
Allan Lowe, “Plaque” c1940. Earthenware and steel, 25 x 25 x 4. Collection of the National Gallery of Victoria. 
 
This decorative plaque depicts Aboriginal men in possum skin cloaks using boomerangs in a ceremonial ritual. It 
reproduces the now iconic imagery of William Barak’s depictions of the ceremonial life of the Wurrundjeri people, 
traditional owners of the Dandenong Ranges. While the appropriation of Aboriginal imagery by white artists is often 
problematic, mid-twentieth century Australian artists like Lowe saw themselves as part of a progressive movement to 
acknowledge the validity of Aboriginal culture. Lowe became friends with the Aboriginal activist Bill Onus and 
collaborated with him on what they called “Euro-Aboriginal pots”. 

 

Biography: 
“Allan Lowe (1907-2001) was born in Melbourne and trained as a painter before setting up a 
pottery studio at Merlyston, Victoria, in 1929. Over the next few years, he taught himself to 
throw, studied glazes at the State Library of Victoria, built a kiln with the help of an advisor from 
the Hoffman Potteries, and took pottery classes under Gladys Kelly at the Working Men's 
College (later Melbourne Technical College). He moved to Eaglemont in 1932” (Australian 
pottery at Bemboka, 2017). 
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In 1939 Lowe moved “to Ferntree Gully in 1939, beginning to make pots for a living in 1944 after 
he was discharged from the Commonwealth Aircraft Corporation. Three years later, the 
National Gallery of Victoria purchased some of his ceramics; this marked the first acquisition of 
Australian studio work by a state gallery. Lowe worked for many years with a simple kick wheel 
built by his father out of parts from a petrol bowser. His earthenware was characterised by 
earthy tones and simple abstract forms” (National Portrait Gallery, 2017). 
“Influenced by the Chinese pottery he saw in the K.W. Kent Collection at the National Gallery of 
Victoria, he made simple earthenware forms with sophisticated glazes and minimal decoration. 
He also became interested in Aboriginal art, featuring Aboriginal designs on some forms, 
becoming friends with the indigenous artist Bill Onus and making several trips to Central 
Australia in 1956, 1963 and 1964” (Australian pottery at Bemboka, 2017). 
“Bill [Onus of Aboriginal Enterprises at Belgrave] was great friends with the Lowe Pottery family. 
Alan and Jon Lowe often produced his pottery work to his specifications which he then painted 
. . . Between themselves, they called these pots Euro-Aboriginal pots” (Trove, 2017).   
“[Lowe] is now considered to be one of the first potters to have drawn sympathetically on 
Aboriginal colours, themes and motifs” (National Portrait Gallery, 2017). 
“{Lowe] was awarded a Bronze medal at the 1956 Melbourne Olympics Art Festival, and, in 
1979, was made a Fellow of the Royal South Australian Society of Arts. His works are signed with 
an incised or painted 'Allan Lowe'. His wife Peg, his son Peter and Peter's wife Marian also 
worked in the studio. Their works are signed 'Peg Lowe', 'Lowe' with a long stem to the L, and 
'Marian Lowe' respectively.” (Australian pottery at Bemboka, 2017) 
“The National Gallery of Victoria held a retrospective of Lowe's work in 1979.” (National Portrait 
Gallery, 2017) 
 

 

(Left) Allan Lowe, 
1950s. “Jar and 
cover,” earthenware 
with glaze, 34 x 21 x 21 
cm. Collection of the 
Museum of Applied 
Arts & Sciences, no. 
A10893. 
 
(Right) Allan Lowe, 
c.1958. “Bottle and 
stopper,” 
earthenware with 
vitreous glaze, 46 cm 
in height. Collection of 
the Museum of 
Applied Arts & 
Sciences, no. A10920. 
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Maltby, Peg (1899-1984), children’s book illustrator 

Connection with Dandenong Ranges: 
Peg Maltby was a popular illustrator of children’s books, lived in a cottage on the corner of Ridge 
Road and Sunset Avenue, Mt Dandenong opposite Edward Henty's cottage, during the 1950s and 
1960s. Displayed in her studio next to the cottage, her “Fairyland” dioramas were a popular local 
attraction (Ross, 1998; Context, 2003, p88). 
 

 
Peg Maltby, n.d.. “Untitled.” (Source: Pinterest) 

 
Biography: 
Agnes Newbury Orchard, later Peg Maltby, was born in 1899 in Leicestershire. England, the 
daughter of a doctor. Her father encouraged his children to draw wild flowers from life. She was 
educated at Ashby-de-la-Zouche Girls Grammar School, and married Major George Bradley 
Maltby in 1922, with whom she had four children. They emigrated to Australia in 1924, first settling in 
the Melbourne suburb at Coburg. Peg Maltby took life drawing classes at the National Gallery Art 
School in Melbourne, joined the Victorian Artist's Society and held several exhibitions of her 
work. During the Great Depression, she supplemented the family income by painting commercial 
items like chocolate box lids and birthday cards. In 1947 her family moved to Olinda in the 
Dandenong Ranges where they built a studio and gallery at their Olinda home. This became a 
popular attraction where original paintings and prints of her work were on view (Dandenong 
Ranges Scrapbook, 2017). 
In 1944 Pegs Fairy Book, written and illustrated by Peg Maltby was published. “This book was very 
popular being reprinted several times; however for the 1975 edition Angus & Robertson requested 
that Peg, already in her seventies, re-illustrate the book as the original art work had been lost. This 
she did and produced a set of pictures even more beautiful than those in the original book. In 
between the two fairy books Peg had produced over 40 children's books. Two books are 
known under her pseudonym of Agnes Newberry; Introducing Pip and Pepita and Pepita's Baby” 
(Dandenong Ranges Scrapbook, 2017). 
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Peg Maltby, n.d.. “Untitled.” (Source: Pinterest) 
 

 
Peg Maltby, n.d.. “Untitled.” (Source: Pinterest) 
 

 
Peg Maltby, n.d.. “Untitled.” (Source: Pinterest) 

 
Peg Maltby, n.d.. “Untitled.” (Source: Pinterest) 
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Peg Maltby, 1944. Cover for her book of illustrations, Peg’s 
Fairy Book, Murfett Pty Ltd, Melbourne (Source: National 
Library of Australia) 
 

 
Peg Maltby, 1950s-1960s. Advertising brochure for her 
dioramas (Source: Dandenong Ranges Scrapbook, 2017) 
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Melba, Dame Nellie (1861-1931), opera singer and fund raiser 

Connection with Dandenong Ranges: 
Nellie Melba was a renowned operatic diva and the first Australian to achieve international 
recognition as a classical musician. Melba’s father David Mitchell was a pioneering businessman 
at Lilydale, where he owned the Cave Hill property and quarry.  When she visited him at St 
Hubert’s in 1902, the community of Lilydale welcomed her with accolades and presented her with 
an “Illuminated Address” which was decorated with paintings of the local scenery (featuring the 
Dandenong Ranges). In 1909 after her Back Blocks tour of Australia, Melba purchased Coombe 
Cottage Coldstream, just north of the ranges. Coombe became the home for her son and 
daughter-in-law Evie and was Melba’s home when in Melbourne. Melba socialised with other 
artists and celebrities, introducing some (such as Arthur Streeton), to the idea of living in the 
ranges. During World War I, Melba published her Melba’s Gift Book of Australian Art and Literature 
which collated a wide range of Australian art and writing as a fund-raiser for Belgium, which 
included images of the Dandenong Ranges.  
 

 
 

 
“Lily pond, Cave Hill,” “St Huberts,” “Killara,” 
“Woori Yallock Post Office where Madame 
received her early correspondence,” “Dalry 
Bridge over Yarra,” “View of the Dandenongs 
from Cave Hill,” page from the Illuminated 
Address presented to Nellie Melba from the 
residents of Lilydale and Surrounding Districts, 
on her visit to Lilydale, 8 November 1902. Held 
by the Yarra Ranges Regional Museum, no: 
1740. Signed “Victor Henry Dpl.” 
 

Biography: 
Helen (“Nellie”) Porter Mitchell, later Dame Nellie Melba, was born in 1861, the eldest surviving 
child of seven, to builder and pioneering businessman of Lilydale, David Mitchell. Melba studied 
singing in Melbourne under Pietro Cecchi and made a modest success in performances there. 
After a brief and unsuccessful marriage in Queensland to Charles Armstrong, when she had one 
child, a son called George, she moved to Europe in 1886 in search of a singing career. She 
adopted the pseudonym “Melba” from Melbourne, her home town (Wikipedia, 2017; Nellie Melba 
Museum website).  
Failing to find engagements in London in 1886, she studied in Paris and soon made a great 
success there as well as in Brussels, Belgium. Returning to London she quickly established herself as 



 

Bronwyn Hanna History & Heritage                                                “RidgeWalk” Illustrated catalogue 2017 
 

the leading lyric soprano at Covent Garden from 1888. She soon achieved further success in Paris 
and elsewhere in Europe, and later at the Metropolitan Opera in New York, debuting there in 
1893. Her repertoire was small; in her whole career she sang no more than 25 roles and was 
closely identified with only ten. She was best known for her performances in French and Italian 
opera (Wikipedia, 2017). At the height of her success she was said to be the most famous woman 
in the world (Combe Cottage, 2017). 
Melba returned to Australia frequently, singing in opera and concerts. The local citizens gave her 
a great welcome on 8 November 1902 when she visited her father’s property at Cave Hill, just 
north of the Dandenong Ranges, at the height of her popularity. As part of the formalities, the 
shire of Lilydale organised to give her an “Illuminated Address” from “the residents of Lilydale and 
surrounding districts” which included painted scenes from the locality, most featuring the 
Dandenong Ranges in the background (Thompson 2002).  
During World War I, Melba raised large sums for war charities. Perhaps her most successful venture 
was her book, Melba’s Gift Book of Australian Art and Literature, which reported sold 
reportedly sold 400,000 copies in Britain alone. It contained colour plate illustrations by Australian 
artists including Norman Lindsay, Hans Heysen, Edward Phillips Fox, Ida Rentoul Outhwaite, Hal 
Gye and Arthur Streeton; and also entries by Australian writers including Ethel Turner, Henry 
Lawson, C.J. Dennis, Aeneas Gunn and Louis Esson. Melba was an avid supporter and collector of 
Australian art and some of these artists were represented in her own collection (Museums Victoria, 
2017). Many of these artists lived in the Dandenong Ranges including Streeton, Newbury, 
Outhwaite and Gye. 
In 1909, after her Back Blocks tour of Australia, Melba bought Coombe Cottage at Coldstream, 
near her father’s property near Lilydale. Its gardens were designed in part by Edna Walling and by 
W.R. Guilfoyle.  
Melba taught at the Melbourne Conservatorium and continued to sing until the last months of her 
life, making a large number of "farewell" appearances. Her death, in 1931 in Australia, was news 
across the English-speaking world and her funeral a major national event (Wikipedia, 2017). She 
was buried at Lilydale, near her home at Coombe Cottage. 
 

 
“Old Woori Yallock Bridge,” from the Illuminated Address 
presented to Nellie Melba from the residents of Lilydale and 
Surrounding Districts, on her visit to Lilydale, 8 November 1902. 
Held by the Yarra Ranges Regional Museum, no: 1740. 
 

 
“View of Cave Hill Estate,” from the Illuminated Address 
presented to Nellie Melba from the residents of Lilydale 
and Surrounding Districts, on her visit to Lilydale, 8 
November 1902. Held by the Yarra Ranges Regional 
Museum, no: 1740. 
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Cover of Melba’s Gift Book, c.1915. 
 

 
A.E. Newbury drawing reproduced in Melba’s Gift Book, 
c.1915, p176. 
 

 
Hal Gye, c.1915. “Evening in the Dead Timber, South 
Sassafras, Victoria” reproduced in Melba’s Gift Book, 
p52a. 
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Meldrum, Max (1875-1955), painter and art teacher 

Connection with Dandenong Ranges: 
Meldrum was a nationally-recognised artist and influential art teacher who holidayed with 
friends in the Dandenong Ranges region and, from 1932-1936, lived at John and Mary Farmer’s 
creative household of Miyako, at 19-21 Williams Road Olinda. He painted many landscape 
images of the local area and had numerous associations with other artists and creative people 
in the ranges. 

 
Max Meldrum, 1932. “Olinda Falls Road, Winter,” oil on canvas board, 38 x 46 cm. Collection of the National Gallery of 
Victoria. 

This small, oil painting depicts a tree-lined lane in Olinda with a glimpse of a house through the foliage. a everyday 
scene of suburban peace. Executed in Meldrum’s signature “Tonalist” style, the landscape colours are muted greens, 
greys and browns under grey-blue mottled skies. While this scene is figurative and likely an accurate depiction of a real 
place in the village, the scene is blurry and impressionist rather than offering photographic detail.  This is not a 
landscape painting which proclaims the grandeur of nature nor pride of ownership but one which conveys the 
everyday pleasures of ordinary life. Along with other works by Meldrum, this painting hung at the Albrecht’s Georgian 
guesthouse in Olinda before being acquired by the National Gallery of Victoria (Wehner, 2000). 
 
Biography: 
Duncan Max Meldrum was born in Edinburgh in 1875, the son of a chemist. The family migrated 
to Australia in 1889 when Meldrum was 14 and three years later he enrolled at Melbourne’s 
National Gallery School where he studied under Bernard Hall and Frederick McCubbin. In 1899 
he won the National Gallery travelling scholarship and spent much of the next 12 years living in 
France where he became an associate of the Société Nationale des Beaux-Arts, also marrying 
Frenchwoman Jeanne Eugenie Nitsch in 1907. He returned to Melbourne in 1912 with his family, 
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soon establishing a studio and influential art school at 527 Collins Street. One of his students, 
Colin Colahan, edited a book about Meldrum’s theory and method in 1919: Max Meldrum, His 
Art and Views. It included a long essay by Meldrum, where “he argued that painting was a 
pure science, the science of optical analysis or photometry by means of which the artist, in 
carefully perceiving and analysing tone and tonal relationships, could produce an exact 
appearance of the thing seen” (McGrath & Smith, 1986).  
From 1926 to 1931 Meldrum was living again in France but after his return to Victoria in 1931 he 
lived for several years in the Dandenong Ranges, in the house of his former student, Mary Polly 
(Farmer), at 19-21 Williams Road, Olinda. In 1936 he moved to Kew and opened a new art 
school in Collins Street. He was a trustee of the National Gallery of Victoria 1937-1950 where “his 
strong opposition to the acquisition of modernist work bringing him into confrontation with Sir 
Keith Murdoch” (McGrath & Smith, 1986).  
Local art historian Volkhard Wehner offered insights into Meldrum and his time in the ranges: 
“. . .  during his lifetime he had such a high profile, was accused in the contemporary press of 
being a charlatan and triggered walk-outs by other artists when he attended a function . . . 
was involved in several court proceedings for contempt or ridicule, was named the ‘mad 
mullah’ by the prominent artist Lionel Lindsay . . . Why so much furore about this physically small, 
red-headed, red bushy bearded artist, whose brown eyes would blaze with anger when 
challenged, but who was the gentlest, friendliest man one could imagine . . . Art, Meldrum 
pronounced, is nothing more than the ‘science of seeing.’ Most of the artistic establishment 
rejected his ideas and began to heap ridicule on “Meldrumism.’ Amazingly, even today some 
artists get ‘hot under the collar’ when mentioning Meldrum’s name—almost half a century after 
his death. Meldrum’s private art school attracted a great number of younger artists, most of 
them inspired by his teaching and forthright ideas, and most of them eager to develop a new 
approach in art. The classic ‘Heidelberg School’ tradition had as little appeal to them as the 
slowly emerging modernist trends. Among Meldrum’s students can be counted . . . A.M.E. 
Beale, Clarice Beckett, A.D. Colquhoun, William Frater and A.E. Newbury . . . John and Mary 
Farmer” (Wehner, 2000). 
“Artists John and Mary Farmer, having just built their interesting house and studio at Olinda, 
named Miyako, were both pupils and friends. While they were travelling the world, they invited 
Meldrum, who had just returned from a lecture tour of the United States and was ‘skinned,’ to 
stay at Miyako. He moved there in early 1932 and remained, with some short breaks, until 1936. 
Meldrum loved the Dandenongs. A prolific walker and talker, he made friends with many 
mountain residents, simple folk as well as city ‘bluestockings’ and academics. The Abrechts, 
owners of the famed Georgian guesthouse at Olinda, hung some of Meldrum’s finest 
landscapes, including Olinda Falls Road, Winter (1932), now in the national Gallery of Victoria, 
Mount Dandenong (1933), Road to Monbulk (1933) and numerous others . . . Even after moving 
back to his city studio and new house at Kew in 1936, Meldrum, often accompanied by his 
daughter Ida (also a painter), frequently returned to visit his friends, the Farmers, the 
Jorgensens, and others” (Wehner, 2000). 
Meldrum won the Archibald prize for portrait painting in 1939 and 1940.  In 1950 another book 
describing his art theory and method was published by another of his students, Russell 
Foreman: The Science of Appearances as Formulated and Taught by Max Meldrum. “Meldrum 
was probably the only Australian artist to develop a fully formulated theory of painting and to 
practise and teach it. . . A retrospective exhibition of his work was held in the National Gallery 
of Victoria, the National Art Gallery of New South Wales and the Queensland National Art 
Gallery in 1954” (McGrath & Smith, 1986). In 1996 Peter and John Perry published a tribute to 
the “Meldrumites” in their book, Max Meldrum & Associates. In 2008-2009 an exhibition about 
the Meldrumites toured Australia: Misty Moderns: Australian Tonalists 1915-19. 
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Max Meldrum, 1932. “Mount Dandenong, Olinda,” oil on 
board, 37 x 45 cm. Private collection. 

 

Max Meldrum, n.d. c.1930s. “Road, Olinda,” oil on canvas 
board, 27 x 34 cm. Collection? 

Max Meldrum, c.1930s. Detail from Untitled [the Georgian 
Guesthouse Olinda], private collection of Volkhard Wehner. 
(Source: Wehner, 2000) 
 
Wehner describes the pleasure of owning this painting: “This 
writer is the proud owner of a small oil painting depicting 
the Georgian and the surrounding bush, and while not one 
of the well-known works, it is a masterpiece nevertheless: 
the mood of it changes as the light changes. In the bright 
morning light it shows all the detail including individual 
blades of grass, but when the light fades the whole picture 
assumes an air of mystery and gloom.” (Wehner, 2000) 
 
 

Max Meldrum, n.d. c.1930s. “The End of the Day,” oil on 
board, 32 x 40 cm. Private collection. (Source: Australian 
Art Sales Digest) 
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Middleton, Max (1922-2013), artist 

Connection with Dandenong Ranges: 
Middleton lived in the Dandenong Ranges for many years, first at “Innisfree” at Barbers Road 
Kalorama, originally known as “Twin Oaks.” In the 1980s he moved to another property on Doherty's 
Road, Kalorama. His wife Elsa and one of his daughters Anne Middleton also painted (Ross, 1998). 

 
Max Middleton, n.d. “Sylvan Dam, Dandenong Ranges,” oil on canvas, 41 x 51 cm. Private collection. (Source: Australian Art 
Sales Digest) 
 
Biography: 
Born in Melbourne in 1922, Max Middleton's parents had a grocery store in Preston. Middleton 
attended school at Northcote High and always wanted to be an artist (Ross, 1998). He studied at 
the National Gallery School under Will Rowell, later also studying and working with Septimus Power. 
“For most of his career Middleton and his family lived in the Dandenong Ranges, where he painted 
extensively in the Sherbrooke Forest” (Cuthbertson, 2012).  
“A self-admitted ‘painter of light’ he especially loves to paint sunrises and sunsets. A number of his oil 
paintings were painted in the Sherbrooke Forest, sheltered under a seven foot [two meter] beach 
umbrella. . .”  (Wehner, 2000). Inisfree, Kalorama was Middleton’s home between the 1960s and 
1980s. in 2000 it was the site of a function held as part of the Woorilla Festival of Words which 
celebrated ‘Art in the Hills.’” (Wehner, 2000).  
“In the 1960s, [Middleton] formed an ongoing interest in painting in forests. From his home in the 
Dandenong Ranges, he painted Sherbrooke Forest on misty winter mornings. In the damp chill and 
drizzle of the forest, he tramped in with a 2.5-metre water-proof umbrella to shelter his 1.5-metre 
canvas, his paint box and palette, and himself. These times alone in the forest were among his 
happiest memories, and produced some of his finest paintings” (Investment News, 2017). 
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Middleton’s paintings hang in Brisbane State Gallery, Bendigo, Benalla and Castlemaine galleries, in 
the Dunlop collection and in many private collections. His works were the subject of a solo 
retrospective exhibition at the Castlemaine Art Gallery, “Painter of Light,” in 2012. 
 

 
Anonymous photo of Max Middleton presumably sitting in front of one of his painting, c.2000. (Source: Wehner, 2000) 

 

Max Middleton, n.d.. “Quiet Stream Kalorama,” oil on board, 19 x 
29 cm. Private collection. (Source: Australian Art Sales Digest) 
 

 
Max Middleton, n.d.. “Forest Scene,” oil on board, 38 x 29 
cm. Private collection. (Source: Australian Art Sales 
Digest) 
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Miyako, creative household (17-19 Williams Road, Olinda)  

Connection with creative people in the Dandenong Ranges: 
Miyako, at 17-19 Williams Road Olinda, was home and studio to artists John and Mary Farmer (she 
was known as Polly Hurry before her marriage). They were part of the community of artists 
associated with Max Meldrum and his aesthetic philosophy of “Tonalism.” Built in the 1920s, it is 
thought that some of the buildings at least were designed by Justus Jorgensen, another former 
student of Max Meldrum who later founded of the Montsalvat artists' colony at Eltham. 
 

 
Photo of Miyako at 17-19 Williams Road Olinda, n.d. (Source: Victorian 
Heritage Database entry for Miyako at: 
http://vhd.heritagecouncil.vic.gov.au/places/115565) 

 

 
Photo of John and Mary Farmer at 
Miyako, 1930. (Source: Wehner, 
2000) 

 
Stories of the house and its occupants: 
Polly Hurry (1883–1963) was born at Kyneton in rural Victoria into a privileged upbringing and was 
independently wealthy. She studied drawing and wood-carving at the Kyneton School of Mines 
and received tuition in watercolour painting from the artist John Mather, who had a studio at 
Lilydale. Hurry also studied in Melbourne under Max Meldrum, and in Paris and London. She 
exhibited at the Paris Salons and with the Royal Society of Portrait Painters in London (DRHS, 1998).  
Hurry was one of the artists upset by Max Meldrum’s defeat in the 1918 election for president of the 
Victorian Artists Society. They split and regrouped at Meldrum’s studio in Melbourne to form their 
own exhibiting group, “The Society of Twenty Melbourne Painters.” Other artists in the group 
included William Dargie, Ernest Buckmaster, Rupert Bunny, Clarice Beckett and John Farmer (1897-
1989). 
John Farmer initially worked as a scene painter for J.C. Williamson & Co. and from 1914 studied art 
at the National Gallery of Victoria School under Fred McCubbin. He later studied privately under 
Max Meldrum. 
After Polly Hurry and John Farmer married, the Farmers built this home in Olinda, which they named 
“Miyako.” Justus Jorgensen was another former student of Meldrum’s who is understood to have 
contributed to the design of the buildings. Miyako become an important meeting place for artists 
sympathetic to the ideas of Max Meldrum. The Farmers lived here from c.1923 to c.1954 (DRHS, 
1998). 
Meldrum himself lived at Miyako c.1933-34, probably when the Farmers were overseas.  
 
Wehner on Miyako 
Local historian Volkhard Wehner had known about the Farmers for many years because Miyako 
neighboured his family property in Olinda. Wehner interviewed John Farmer around 1975 and wrote 
up his accumulated notes in an article in the Ranges Trader Mail in 2000. In the article, Wehner 
described Farmer as a “small, elderly man, almost 80 years old, was so lively, so well-informed, 
bubbling with enthusiasm. . .  Farmer was not born with a silver spoon in his mouth. His was a battling 

48



 

Bronwyn Hanna History & Heritage                                                   “RidgeWalk” Illustrated catalogue 2017 
 

working-class family living in Brunswick . . . Despite his background, while still a very young boy, John 
decided he would become an artist . . . After completing his schooling he obtained a job with the 
theatrical company J.C. Williamson & Co, working as a scene painter. In 1914 he enrolled at the 
National Gallery School where he soon distinguished himself, earning a prize for his anatomical 
draftsmanship. In 1917 he joined the private art school run by Scottish-born artist Max Meldrum, and 
soon fell under Meldrum’s spell . . . At Meldrum’s school he met fellow-student Mary Hurry (who 
painted under the name of Polly Hurry) whom he married in 1921. Polly remained his great love, 
companion and muse until her death in 1963.  
“Shortly after their marriage, the Farmers bought a 10 acre [4 hectare] block of land at Olinda, and 
they commissioned their friend Justus Jorgensen to design and build them a house and studio. The 
house, built during the Farmer’s honeymoon travels in China and Japan, turned out to be a striking 
building, with soaring walls and a high studio ceiling. On their return, the Farmers moved in and 
named the property Miyako, after the hotel in Tokyo where they had spent many happy days. Not 
everything had gone to plan with the house. The architect, after losing his way around the property 
on a foggy winter’s day, placed the pegs for the house site at the bottom of the sloping block 
rather than at the top, where the views would have been magnificent. 
” Despite this this mishap, the Farmers loved their new home and John, though physically not really 
equipped to live a navvy’s life, spent several years laying out the garden, shifting heavy rocks, 
building rock walls, a pond, felling trees, which allowed him little time for painting. In Farmer’s own 
words, the property ‘came up well’ and their numerous friends came to visit and stay. Miyako 
became a centre for artists’ gatherings, painting excursions and musical soirees. Max Meldrum was 
a frequent guest, Arthur Streeton, Norah Gurdon and Henrietta Gulliver often came for afternoon 
tea and ‘a spot of painting.’ 
“John was essentially a landscape painter and he painted extensively on and near his property 
and all over the Dandenongs. His oil paintings show much influence of the tonalist style of his 
teacher Max Meldrum. However quite early in his career he experimented with engraving and 
drypoint techniques, and in this medium he became a great master, some critics even comparing 
his with Rembrandt. 
“Polly’s parents left her well provided for. So the Farmers could afford to travel abroad often, 
frequently staying for a year or longer, painting in various Asian countries, Britain, Holland and 
France. Often they exhibited their work en-route, in London and at the Salon in Paris. The longest 
trip to Europe lasted from 1929 to 1935, during which the Farmers settled for several years in Paris 
where John set up an art school. [It was during this time that Max Meldrum lived at Miyako]. 
“During the war, John reverted to an art form he had been involved in during his theatre days, as a 
camouflage artist for the RAAF. 
“In 1945 the Farmers moved into a smaller cottage on their Olinda property, and another artist, 
John Thorley and his family, took possession of Miyako. Spending much of their time away from the 
Dandenongs, they decided to sell out in the mid-1950s and move to Frankston near the sea, while 
retaining studios in Collins Street. 
“During the Miyako period, one of John’s favourite painting spots was the once-famous Lookout 
Rock, a place where the view over the valley and the distant ranged was breathtakingly beautiful. 
“Polly Hurry died in1963. Although John continued to paint and exhibit successfully and remained a 
senior member of the Twenty Melbourne Painters Society founded by Meldrum, he never 
recovered from the loss of his wife. 
“John Farmer’s work is represented in many galleries and the McClelland Gallery at Langwarrin, 
and Castlemaine Art Gallery, hold particularly representative collections of his work.” (Wehner, 
2000) 
 
Heritage description of Miyako 
The two-storey house is set well back from the road and situated on a large block with mature 
trees. The main facade is simple and dramatic, with a double gable and a two-level veranda (now 
enclosed). The fabric and design of the building have Arts and Crafts influences. The property has 
two studios, one inside the house and a detached stone cottage. The internal studio is part of a 
large space that also accommodates a living area with a large fireplace. A pair of tall windows on 
the south side provide relatively even natural light. The easel shelf remains along the south wall. The 
other studio is a stone cottage located on the east side of the house (YRSC, 2017). 
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An earlier house on the property, known as Whyte's Cottage, has historical significance as the 
home of the artist James Whyte, who farmed there until the property's sale to the Farmers (YRSC, 
2017). 
The property is locally listed on the Yarra Ranges Shire Council heritage overly. 
 

 
Arthur Streeton, 1928. “View from Farmers,” oil on canvas, 50 x 75 
cm. Private Collection. (Source: Artists Trail) 
 
“Farmer’s” refers to Miyako, which was located only a short 
distance from Streeton’s property, “Longacres.” Streeton provides 
us with a view towards the north, northeast. (Source: Artists Trail) 
 

 
Max Meldrum, c.1933. “Olinda Landscape,” oil on 
board, 37 x 45 cm. Private collection. (Source: 
Australian Arts Sales Digest) 
 
This is a similar view to the north, but from a slightly  
lower vantage point, compared to the view depicted 
in Streeton’s painting. 
 

 
(Above) Polly Hurry (Mary Farmer), c.1941, “Portrait of 
Nettie Palme,” [a writer who lived at another creative 
household in the ranges, Rose Charman Cottage). 
Collection of the National Library of Australia no NLA obj-
134320824 
 
(Right) Polly Hurry (Mary Farmer), n.d.  (Source: Lock-Weir, 
Tracey, 2008) 
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John Farmer, c1944. “Through the trees,” oil on canvas on 
cardboard, 51 x 41 cm. Collection. Collection of the National 
Gallery of Victoria no. 1660-4 
 

 
Max Meldrum, 1933. “Olinda Falls Road,” oil on board, 40 x 
32 cm. Private collection. (Source: Australian Art Sales 
Digest) 
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Nicholson, Mandy (1975-present), Aboriginal artist  

Connection with Dandenong Ranges: 
Nicholson is a leading contemporary Aboriginal artist who has worked on possum skin cloaks 
and other art works which map the history and culture of Woi wurrung people in the Melbourne 
region. She is a member of the Wurundjeri-wilam Aboriginal language group, part of the Eastern 
Kulin Nation of Victoria and Traditional Owners of Melbourne, Yarra Valley & surrounds. She 
describes her career objective to “bring recognition and raise awareness and profile of our rich 
Victorian Indigenous culture art and language through my artwork, business and language 
activities” (Bunjil’s Country, 2017).  She was commissioned by the Dandenong Ranges’ Burrinja 
Cultural Centre in Upwey to paint a Welcome painting for the newly-opened centre in 2006 
(Bunjil’s Country, 2017) 
 

 
Mandy Nicholson, 2006.“Wominjeka   (Welcome)” acrylic on paper, 56 x 74. Collection of Burrinja Cultural Centre. 
 
This work, commissioned by the Burrinja Cultural Centre in Upwey represents: “both the past and current occupation of 
the land and waterways, the use of resources and specific sites for clan and tribal gatherings.  
“The River sustained life for thousands upon thousands of years offering fish, eels, turtles, water and flora for consumption 
and tool making. It also marked clan and tribal boundaries. The intricate designs in blue represent the flow of the river’s 
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water, once followed by the Wurundjeri people as the eels migrated up the river where a large gathering of clans would 
cook, eat, preserve and trade the valuable food source.   
“Large gatherings also took place by the river for trading of tools, weapons, food, ochres and to arrange inter-clan 
marriages. Ceremonies were conducted on the nearby land where the State Parliament building now stands.  
“The small brown roundels represent other tribal groups who traveled to Melbourne as well as modern day Koori taking 
the same course over the land. Traditionally, before others were allowed passage through Wurundjeri land, they were 
welcomed, to country with ritual dance and smoking of manna gum leaves. The smoke cleansed the area of bad spirits 
and provided safe passage. 
“This ritual is symbolized in the smoke that composes the ‘veins’ within the leaves. The two leaves represent the two totems 
of the Wurundjeri, Bunjil and Waa. Bunjil, who manifests as human and wedge-tailed eagle or eagle hawk to some clans, 
is the ultimate creator of Wurundjeri land and much of the lands of south-eastern Australia and all within it. Waa, the 
Crow, is his helper. 
“The central image, where the waterways connect, depicts a symbolic campfire around which people gather in kinship 
with specific directional sitting arrangements based on seniority, gender and direction of homeland. Arms extend from 
the bottom and top left of the composition reaching towards the centre in a gesture of embrace, of welcome.  
“The earthy browns and rusty red colours strengthen the expression of Aboriginal connection to land or ’country’ through 
their resemblance to the ochre pits in the Healesville region. Such sites have been used for many thousands of years for 
the painting of bodies to express information during ceremonies “ (Burrinja Cultural Centre, n.d.). 

 

Biography: 
Mandy Nicholson (also known by her married name, Mandy Thomas), is a member of the 
Wurundjeri-wilam language group, part of the Eastern Kulin Nation of Victoria and Traditional 
Owners of Melbourne, whose Mother Tongue is Woiwurrung. She attended Mirboo North 
Secondary College in Gippsland and studied art and design, archaeology and Koorie Studies 
variously at Monash University, Oonah Learning Centre, Healesville and RMIT. She has also worked 
as an archaeologist, as project officer at the Victorian Aboriginal Corporation for Languages and 
as coorindator for the Djirri Djirri Dance Group. Her registered business name is Tharangalk Art. 

 

 

Mandy Nicholson, 2004. “Journey home from 
Coranderrk.” (Source: Nicholson, 2017) 

 

 

Mandy Nicholson, 2003. “Cultural map of 
Melbourne.” (Source: Nicholson, 2017, 2017) 
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Mandy Nicholson, 2000. “'Map of 
Port Philip Bay,” Kangaroo skin and 
paint. 128 x 80 cm. Collection of 
the Koorie Heritage Trust, no. AH 
3632.  

“This is a map of Port Phillip Bay and 
all the rivers that flow into it. The 
Southern Cross represents the Kulin 
nation. The swirling motion of water 
in Birrarung (the Yarra River) travels 
to Port Phillip Bay in the centre. The 
five circular shapes represent the 
five clans of the Kulin Nation: Dja 
Dja wurrung, Boon wurrung, Taun 
wurrung, Woi wurrung and Watha 
wurrung. The border represents the 
land of mountains and valleys 
around Birrarung and the 
connection of animal, land and 
water” (Culture Victoria, 2017) 

 
Mandy Nicholson, 2014. Possum skin cloak 
commissioned by the University of Melbourne. (Source: 
Nicholson, 2017) 
 
This cloak was commissioned a gift to Professor Ian 
Anderson, the Medical School’s first indigenous 
graduate on the occasion of conferring him an 
honorary doctorate.  
 
 

 

Mandy Nicholson, 2014. Design for possum skin cloak 
commissioned by the University of Melbourne. (Source: Nicholson, 
2017) 
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Onus, Bill (1906-1968), Aboriginal activist, performer, entrepreneur and craftsperson 
 
Connection with Dandenong Ranges: 
Bill Onus was an Aboriginal rights activist who instigated and ran the successful “Aboriginal 
Enterprises” business in Belgrave in the southern Dandenong Ranges throughout the 1950s and 
1960s, manufacturing and selling decorated boomerangs and household furnishing with Aboriginal 
motifs. His small shop and factory was located at 61 Monbulk Road Belgrave (in the building which 
in 2017 houses the computer shop opposite the Sherbrooke Art Gallery). He opened branches of 
the business in other parts of Australia and mentored other Aboriginal people to do the same. He 
also became well known through his political activism, his promotion of boomerang throwing and 
his performances in movies and television documentaries. “Through his creative initiative Onus 
established a model for cultural maintenance fostering social cohesion and working to rebuild 
cultural pride in the Aboriginal community” (Kleinert, 2011). 
 

 

 
Photo of a set of nesting tables manufactured 
and sold by Aboriginal Enterprises, 1952. 
(Source: Kleinert 2010, who reproduced the 
photo courtesy of Jo and Tiriki Onus.) 

“One of Bill Onus’s most creative initiatives 
was the adaptation of the classic 1950s 
kidney shape that graced the swimming 
pools and furniture of many contemporary 
homes into a boomerang-shaped table. 
Presented as a set of nesting plywood tables 
on three tapering metal-capped legs, the 
tables signalled the modernity of Aboriginal 
Enterprises design. Like the Balarinji designs on 
Qantas jets that wing their way round the 
world, Onus’s design effectively conflated the 
binarism of an ancient Stone Age with a 
quintessential emblem of modernity.” 
(Kleinert, 2010) 

 
Biography: 
William Townsend (Bill) Onus was born in 1906 at Cumeroogunja Aboriginal reserve in New South 
Wales on the Murray River. He attended school until about the age of 12 before the family went 
droving in the Riverina, and he himself went shearing from the age of 16. He moved to Sydney in 
1929 and through the Great Depression worked in odd jobs such as rigging and truck driving. He 
married Bella Elizabeth Patten, with whom he had two daughters, Christine and Isobel. A member 
of the Australian Workers' Union since his youth, he was coached by radical unionist Michael Olaf 
Sawtell in public speaking. In 1939 Onus joined the Aborigines Progressive Association and worked 
full-time for them from 1941, also campaigning with the Committee for Aboriginal Citizen Rights on 
reforms to the Aborigines Welfare Board (NSW). Onus also worked to foster community among the 
disparate Aboriginal families who had migrated to Redfern by organising a weekly dance, using 
funds raised for legal aid for Aboriginal returned soldiers and the All Blacks Football Team—which 
he founded in 1938 with Wesley Simms (Howie-Willis, 2000; Kleinert, 2011). 
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Around 1946 Onus moved to Melbourne, where he was employed as a shipping clerk. In 1947 he 
married his second wife, Mary McLintock Kelly with whom he had one child, William McLintock 
Onus (who later established a national reputation as the artist Lin Onus). In Melbourne Bill Onus was 
a forceful orator promoting the cause of Aboriginal citizenship rights and civil liberties, working with 
his brother Eric and pastor (Sir) Douglas Nicholls on the Australian Aborigines League and the 
Aborigines Advancement League (Victoria) (Howie-Willis, 2000). 
A severe road accident in 1952 left Onus an invalid for a year. The compensation he received 
enabled him establish Aboriginal Enterprises, a tourist outlet for Aboriginal art and souvenirs in 
Belgrave, Victoria. (Kleinert, 2010). 
Aboriginal Enterprises sold a wide variety of merchandise including bark paintings from Arnhem 
Land and locally produced artefacts, furniture, textiles and pottery featuring Aboriginal motifs. 
(Kleinert, 2010). “Bill was great friends with the Lowe Pottery family. Alan and Jon Lowe often 
produced his pottery work to his specifications which he then painted . . . Between themselves, 
they called these pots Euro-Aboriginal pots” (Trove, 2017).  It is estimated the business sold 7000 
boomerangs in 1954 alone. “From the outset Aboriginal Enterprises was extraordinarily successful – 
a magnet for local and international tourists. Gundidjmara woman Iris Lovett-Gardner, who 
worked for Aboriginal Enterprises for seven years recalls, ‘three or four big buses pulling in’ every 
day. This was in addition to the many local tourists who travelled by car. Visiting celebrities 
included the Beatles, calypso singer Harry Belafonte, and the Mousketeers from Disney’s Mickey 
Mouse Club” (Kleinert, 2010). Onus later opened branches of Aboriginal Enterprises at Port Augusta 
South Australia (1964) and Narbethong, Victoria (c.1965) and assisted Ella Simon to establish the 
Gillawarra Gift Shop at Purfleet, New South Wales (Kleinert, 2010). 
To promote his wares Onus toured widely in Victoria and beyond, giving demonstrations of 
boomerang-throwing, which he advocated as a national sport (Howie-Willis, 2000).  By the late 
1950s Onus was better known as a boomerang-thrower than as a political activist (Kleinert, 2010). 
Onus also appeared in minor Aboriginal roles in several Australian films—Uncivilised (1936), Lovers 
and Luggers (1937) and The Overlanders (1946) and the successful play, An Aboriginal Moomba 
(1951). In 1962 he compered the Australian Broadcasting Commission's Alcheringa documentary 
series about pre-contact Aboriginal life. He also appeared with Nicholls in Forgotten People (1967), 
documenting Aboriginal conditions in the Goulburn and Murray valleys. In 1967 Onus became the 
first Aboriginal president of the Aborigines Advancement League (Victoria) and its representative 
on the Victorian Aborigines Welfare Board. He served as Victorian director of the Aboriginal 
referendum movement for a “Yes” vote at the 1967 referendum. He died the following year at 
Deepdene (Howie-Willis, 2000). 
Growing recognition for Bill Onus and his achievements is evident in recent exhibitions such as 
'Making a show of it’ (2008) and 'Modern Times: the untold story of Modernism in Australia’ (2008), 
and in the collections of the National Museum of Australia, Australian Museum, Powerhouse 
Museum and South Australian Museum (Kleinert, 2011). 
 

 
 
Bill Onus, “Boomerang by Bill Onus” 1950s. Stained timber with painted decorations, 6 x 54 cm. Museum of Applied Arts & 
Sciences, accessed 6 September 2017, <https://ma.as/146549>. 
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(Above) “Twin Lakes Wirrin” wall plaque, 1950s. 
Wood with painted image, 23 cm diameter, 
marked “Made in Australia by Bill Onus.” 
Collection National Museum of Australia. 
 
(Left) Jeff Carter, photo of Bill Onus (at right) at 
the front of his shop, Aboriginal Enterprises at 61 
Monbulk Road Belgrave, 1956. National Library 
of Australia NLA PIC/9828/68 LOC Drawer 
PIC/9828. 
 

  
(Left) Bill Onus brochure, “Have you 
ever wanted to throw a 
boomerang?” c1959. 30 x 48 cm, 
Held Monash University. 
 
 

 
( 
(Above) Anonymous photo of Paul Kerry with her fabric designed for Aboriginal 
Enterprises, Belgrave, published in the Argus, 19/10/1954 p10. 
 
( 
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Onus, Lin (1948-1996), Aboriginal activist and artist 

Connection with Dandenong Ranges: 
Lin Onus grew up helping craft Aboriginal artefacts for sale in his father Bill Onus’ business in 
Belgrave, Aboriginal Enterprises. As an adult he lived in Upwey in the Dandenong Ranges and 
created many artworks within and about the place. He achieved a national reputation as the 
“maker of marvellous, witty and original paintings and sculptures” and as “a pioneer of the 
Aboriginal art movement in urban Australia” (Neale, 2000). He was also a local political activist, 
protesting for Aboriginal land rights and, late in his life, for the retention of the former Sherbrooke 
Shire building in Upwey, which has since been conserved as the Burrinja Cultural Centre, named 
after him (Neale, 2017).  
 

 
Lin Onus, 1993. “Birrakala Djini Bunarong (Butterflies in Sherbrooke Forest)” 1993. Synthetic polymer paint on canvas, 242 x 
242cm. Courtesy Etching House 
 
Onus’ earliest paintings were photo-realist landscapes inspired by the ravines, ferns and gullies of Sherbrooke Forest near 
Upwey where he grew up and later lived as an adult. 

Biography: 
Born William McLintock Onus in 1948 in Victoria, and known as “Lin,” Onus was the only child of 
Scottish mother, Mary Kelly, and Aboriginal father, Bill Onus (from the Yorta Yorta people). They had 
married soon after Mary was crowned “Miss Communist Party” of 1947 (Kleinert, 2011). Onus grew up 
in the Melbourne suburb of Deepdene surrounded by classical art and music, next door to his 
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maternal grandmother’s home but also worked with his father in the family business making 
boomerangs and other Aboriginal artefacts at Aboriginal Enterprises at Belgrave, thus absorbing 
influences from both cultural traditions (Etching House, 2017). Unjustly expelled from school on racist 
grounds at the age of 14, he worked as a mechanic and spray painter before attending university 
(Alexander, 2014). 
In 1971, Onus led an Aboriginal Land Rights group to set up camp in the forest on the west side of 
Monbulk Road in Belgrave, a short distance north of the former location of Aboriginal Enterprises. 
They constructed a hut and planned to stay until their rights were recognised. After the hut was 
deliberately set on fire on 18 April that year, endangering the lives of the protesters, the action was 
discontinued (Friends of Sherbrooke Forest, 2000, p20). Onus was also involved in the 1996 heritage 
protests to keep the former Council offices of Sherbrooke Shire in Upwey. When they were 
adaptively reused as a cultural centre, it was named “Burrinja” in his honour, after his childhood nick 
name (Burrinja, 2017). 
Onus began painting in 1974 and did an early series focused on images of the Sherbrooke Forest, 
near his father’s workshop and the site of his political protest. Onus’ first solo exhibition in 1975 was 
held at the Aborigines Advancement League in Melbourne, where his father had been a leading 
member.  
Later visits to Arnhem Land also deeply influenced his life and art, especially his friendship with artist 
and elder, Jack Wunuwun (his mentor). Over the following years he held 18 more solo exhibitions in 
Sydney, Melbourne, Brisbane and Canberra and had art works included many group exhibitions, 
both in Australia, the U.K., Europe, U.S.A., Canada, and Asia. A retrospective of his work, the first for 
an urban-based Indigenous artist, was held as the Queensland Art Gallery’s major contribution 
towards reconciliation in the year 2000 (Etching House, 2017). He was chair of the Aboriginal Arts 
Board of the Australia Council 1989-1992 and awarded the Member of the Order of Australia, A.M., 
in 1993. Works by Lin Onus are held in many public, corporate and private collections in Australia 
and overseas. One of the most successful and accessible indigenous artists of his generation, Lin 
Onus died prematurely, in 1996 at the age of 47 (Etching House, 2017). 
 

 
(Above) Lin Onus, c.1960s. Boomerang decorated by Lin Onus. Brown stained wood 
marked with pokerwork, 5 x 32 cm. Collection Museum Applied Arts & Sciences, no. 
95/26/1 
(Right) Lin Onus,1974. “Sherbrooke Forest.” Synthetic polymer on composition board, 
71 x 55 cm. Collection of National Gallery of Victoria, no. 2002.177 
 

 
 

 
Lin Onus, 1974. “Wallaby Dam, Sherbrooke.” (Source: 
Lost Dandenongs Facebook page) 

 
Lin Onus, 1974. “Tree Canopy, Sherbrooke.” (Source: Lost 
Dandenongs Facebook page) 
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LinOnus, 1988. “Jimmy’s billabong,” synthetic polymer paint on convas, 114 x 235 cm. Collection of the National Gallery of 
Australia no, 88.2398 
 

 
Lin Onus, 1989. “Fire,” synthetic polymer paint on canvas, bark, feathers, 110 x 240. Collection of the National Gallery of 
Victoria No.  2002.140 

 

 
Lin Onus,1994. “Barmah Forest,” synthetic polymer 
paint on linen. Collection of the Australian 
Department of Environment & Energy. (Source: 
National Gallery of Australia, on loan) 
 
“A memorable motif in his work is the breaking up of 
a seamless surface into jigsaw puzzle pieces – a 
metaphor for the sense of dislocation he felt, caught 
between black and white, urban and rural, worlds” 
(Alexander, 2014). 
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Lin Onus, 1991. “Fruit Bats” polychrome fibreglass sculptures, polychrome 
wooden disks, Hills Hoist clothesline, 250 x 250 x 250. Collection Art 
Gallery of NSW, no. 395.1993. 
 

 
Lin Onus, 1988. “Three super new swimming 
pools,” lithograph, ink on paper, 67 x 48 cm. 
Collection of the National Gallery of Australia no, 
90.650  

George Alexander discussion of Lin Onus’ career and “Fruit Bats:” 
“Yorta Yorta painter, sculptor and activist, Lin Onus developed a distinctive visual language from a combination of traditional 
and contemporary Aboriginal imagery. . . A self-taught artist, Onus forged a brilliant career and held exhibitions throughout 
the world. Onus’s political commitment was inherent in his work . . .  his signature style [incorporated] photorealism with 
Indigenous imagery. It is a virtuoso effect, in which the landscape is overlaid with traditional Indigenous iconography . . .  
Onus’s works from this period often have a riddling, Magritte-like quality . . . In Onus’s sculptures, irony, wit and whimsy are the 
predominant features. 
“Fruit bats, 1991, is made up of a flock of fibreglass sculptures of bats decorated with rarrk (crosshatching), hanging on a Hills 
Hoist clothes line. Beneath this icon of Australian suburbia are wooden discs with flower-like motifs, representing the bat 
droppings. In this powerful installation, the sacred and the mundane combine. The work was inspired by Murrungun-Djinang 
imagery, which Onus was given permission to use. In Fruit bats, the artist shows a head-on collision between two contrasting 
sets of values, and throws in a few inversions of his own. The backyard – suburban Australia’s haven of privacy – becomes 
spooked by the formidable presence of these noisy animals. The pre-colonial bats seem to have taken over and reclaimed 
their place, in a story worthy of Alfred Hitchcock” 
 (Alexander, 2014). 
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Parsons, Elizabeth (1831-1897, arrived Australia 1870), artist 

Connection with Dandenong Ranges: 
Parsons did not live in the Dandenong Ranges but painted several scenes there. She also painted 
many images in the region with the ranges showing in the background. She was associated with 
other artists living in or painting the ranges including Tom Roberts, Arthur Streeton and Eugene von 
Guerard. 
 

 
Elizabeth Parsons, 1896. “Ferntree Gully,” watercolour on paper, 25 x 38 cm. Private collection. (Source: Artists Footsteps) 
 
“This watercolour landscape depicts the wide main road through Fern Tree Gully, which we now know as Burwood 
Highway. In the background are the Dandenong Ranges, and in the foreground a lone house with some shedding behind. 
Fern Tree Gully was a popular area for artists . . . Eugene von Guerard painted his major work 'Ferntree Gully in the 
Dandenong Ranges', 1857, not far from the site of this work. It was one of the last works that Elizabeth Parsons produced, for 
she died on 28 May 1897, at the age of sixty-five” Mckenzie, 2017). 
 
 
Biography: 
Elizabeth Parsons (nee Warren) was born in Isleworth, England in 1831 and trained with the 
Newcastle-on-Tyne watercolourist Thomas Miles Richardson, then with James Duffield Harding. 
Later she studied in Paris and at the famous artists’ colony of Barbizon. In 1868 she married George 
Parsons, who was then a manager of a Cornish marble mine in England. In 1870, soon after the 
birth of their daughter, they emigrated to Victoria. She brought up two more sons as well as two 
step-sons from George’s first marriage. As early as 1 December 1870, she exhibited works in a show 
entitled, “Works by Victorian Artists” along with Louis Buvelot and Eugene von Guerard, where her 
works were praised as “landscapes of conspicuous merit . . .  Like Louis Buvelot, she was an early 
advocate of painting plein air, and her travels in search of new subjects took her to many remote 
areas of Victoria, as well as to interstate, and overseas locations.” (McKenzie, 2017). In 1880, along 
with Frederick McCubbin, Clara Southern and Jane Sutherland, she was one of the early members 
of the Buonarotti Society. Around 1882, she published a set of three books featuring her lithographs 
of Australian landscape scenes: Drawing Book of Australian Landscape. Mckenzie describes it as 
“interesting” that in 1885 Parsons painted a watercolour, “Box Hill Landscape,”, about the same 
time that Tom Roberts and his colleagues established the Box Hill artists' camp which would 
become known as the Heidelberg School. “She was a woman with a pioneering spirit, dedicated 
to her art. She was also an impressive leading figure in the fight for the recognition of the 
professional status of women artists . . . She was also one of the earliest exponents of the 'one-
woman' show in Melbourne, with one show being held in 1885, and another in 1896, the year 
before she died” (McKenzie, 2017). Peter Perry in his Foreword to the Elizabeth Parsons 1831-
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1897 exhibition held at the Castlemaine Art Gallery & Historical Museum in 1975, used the following 
quote from Elizabeth Parsons, that tells something of the philosophy behind her art: "It is in Nature 
that colour and form exist in their greatest beauty and most infinite variety, and those who study 
nature will feel that the highest aim is to represent that beauty. 'To show by heavenly forms on 
earth How much this world of ours is worth'” (McKenzie, 2017). 
 
 

 
Elizabeth Parsons, c11882. Cover image of Parsons’ Drawing 
Book of Australian Landscapes, 1882.  
 

Elizabeth Parsons, c11882. “At Lilydale,” lithograph in 
Parsons’ Drawing Book of Australian Landscapes, 1882. 
 

 
Elizabeth Parsons, 1885. “Box Hill Landscape,” watercolour on paper, 19 x 30 cm. Private collection. (Source:  Artists’ 
Footsteps) 
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Ricketts, William (1898-1993), sculptor and sanctuary builder 

Connection with Dandenong Ranges: 
Ricketts owned ten hectares of forest at Mt Dandenong where he lived for more  than half his life 
and developed a nature sanctuary and outdoor sculpture gallery between 1934 and 1993. 
 

 
 

 
William Ricketts, c.1930s-1990s. Untitled 
(Sanctuary), kiln-fired life-sized clay 
sculpture. Collection of the William Ricketts 
Sanctuary. (Photo: B. Hanna) 

 

Biography: 
William Edward Ricketts was born in 1898 in Richmond in inner Melbourne, the son of an iron-
moulder. He attended local state schools and was apprenticed to a jewellery manufacturer at the 
age of 14. He also played the violin in picture theatres on the weekend (Broome, 2017). 
“In the early 1930s he met and was influenced by Gustav Pillig, an immigrant German sculptor, 
producing images of the Australian natural world. After Pillig introduced him to Sir Baldwin Spencer 
and F. J. Gillen’s classic book, The Arunta (1927), Ricketts made Aboriginal people his principal 
creative motif. A fellow ceramicist, Marguerite Mahood, reviewed his first solo exhibition and judged 
his work to be passionate and ‘more imaginative and more individual’ (1935, 25) than other 
Australian pottery. A central piece, a grasping octopus-like Wild Life Trader of the Forests, expressed 
his revulsion of the rapacious attitudes of the White man towards Australian flora and fauna” 
(Broome, 2017). 
“In 1935 Ricketts purchased several acres of forest at . . . Mt Dandenong as an artist’s retreat. By 
1937 he had been joined by his mother in his primitive hut. They adopted a frugal lifestyle, selling 
sculptures when funds were needed.” He held solo exhibitions at Velasquez Gallery in Melbourne 
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and in Adelaide, but reviews of his sculptures were mixed.  “In 1945 the art critic Alan McCulloch 
had admired its originality, passion, and sense of the divine behind each natural object, but 
considered that his work ‘sometimes smacks of not very good rococo’ plaster decoration. Ricketts 
rejected being labelled as an artist or sculptor, explaining that ‘my Creator has put into my hands 
weapons of the spirit’” (Broome, 2017).  
“At his ‘Mountain Gallery,’ Olinda—amidst towering mountain ash, a small diverted stream, and 
winding bush paths—Ricketts created a hymn to nature in dozens of mostly unglazed pottery 
sculptures. His busts of Aboriginal men and women, together with animal figures, spoke of the unity 
of all life. His works preached the necessity of bridging cultures, salvation of the environment from 
rapaciousness, and a personal mysticism, based on a totemic view of life adopted from Aboriginal 
people” (Broome, 2017) 
“The Mountain ash forests of Mt Dandenong were the perfect place for William to create a 
sanctuary. The sculptures were made of kiln fired clay in the on-site kiln, and then placed through 
the forest setting. The sculptures . . . express William’s philosophy that ‘everything in and on the earth 
belonged to it and that we, and all living things, are one life.’ The flowing water represents the 
flowing essence of life” (William Ricketts Sanctuary interpretation plaque, 2017) 
“In 1961 he agreed to transfer his land to the Victorian Forests Commission. He remained resident 
and the commission built him a new house, studio, and kiln. The William Ricketts Sanctuary opened 
in 1964.” In 1998 he declared, “It is not the William Ricketts Sanctuary, it is the forest of love” (Broome, 
2017). 
With the exception of the Museum of Applied Arts and Sciences, Sydney, institutions rarely collected 
his work. After his death in 1993 “his ashes were scattered around The Tree of Life in the sanctuary. 
Over time, damaged by tree falls and the elements, his sculptures may revert to the forest” (Broome, 
2017)  
 

 
William Ricketts, c.1930s-1990s. Untitled, kiln-fired life-sized clay 
sculpture. Collection of the William Ricketts Sanctuary. (Photo: 
B. Hanna) 
 

 
William Ricketts, c.1930s-1990s. Untitled, kiln-fired life-sized 
clay sculpture. Collection of the William Ricketts Sanctuary. 
(Photo: B. Hanna) 
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William Ricketts, c.1930s-1990s. Untitled, kiln-fired life-sized 
clay sculpture. Collection of the William Ricketts 
Sanctuary. (Photo: B. Hanna) 
 

 
William Ricketts, c.1930s-1990s. Untitled, kiln-fired life-sized clay 
sculpture. Collection of the William Ricketts Sanctuary. (Photo: B. 
Hanna) 

 
William Ricketts, c.1930s-1990s. Untitled, kiln-fired life-sized clay 
sculpture. Collection of the William Ricketts Sanctuary. (Photo: B. 
Hanna) 
 
 

 
William Ricketts, c.1930s-1990s. Untitled, kiln-fired life-sized 
clay sculpture. Collection of the William Ricketts 
Sanctuary. (Photo: B. Hanna) 
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Roberts, Tom (1856-1931), artist 
 
Connection with Dandenong Ranges: 
Tom Roberts, one of Australia’s most famous artists, first painted the view of the Dandenong 
Ranges from Heidelberg in the 1880s when his group of plein air painting friends were meeting 
there. In his last years, 1919-1931, he lived at 2 Royle Ave Kallista, when he drew and painted 
many landscape images picturing views within and around the ranges. 
 

 

 
Tom Roberts, 1923. Country road makers. Oil 
on canvas, 73 x 50 cm. (Topliss, 1985 no.573) 
Private collection.  
 
“In this work, Tom Roberts depicts the 
crushed rock surfacing of the Kallista-
Emerald Road. Like ‘Shearing the Rams’, it is 
a work of great activity, that shows strong 
masculine labour, coupled with the 
patience of animals. The setting is the 
northern side of Cook’s Corner and the view 
is easterly along the Kallista-Emerald Road, 
looking towards The Patch. Cook’s Corner 
was so named after Mrs Cook who 
purchased the land in 1933. Here she 
established a picnic ground and kiosk, 
which was later enlarged to become a 
corner store [on the corner of Grantulla 
Road and Kallista-Emerald Road].” (Artists’ 
Trail, 2017b) 
 
This work is reproduced on a plaque near 
the location it was painted in Kallista as part 
of the Heidelberg School Artists Trail (1997). 
 

Biography: 
Roberts was born in Dorchester, England in1856, and migrated with his family to Geelong at the 
age of 13. He studied at the National Gallery of Victoria school in Melbourne from 1874 where he 
was encouraged to paint plein-air by Louis Buvelot. During a study tour of Europe 1881-1885 he 
enrolled at the Royal Academy in London but also developed his interest in plein-air painting. 
Back in Melbourne Roberts initiated painting and sketching excursions to the outer suburbs, 
establishing painting camps at Box Hill and Heidelberg, where he worked alongside Frederick 
McCubbin, Arthur Streeton and Charles Conder. Later known as the Heidelberg School, they 
painted in the open air and focussed on representing Australia’s light, heat, space and distance. 
In 1889, Roberts exhibited 62 works in the 9 x 5 Impression Exhibition in Melbourne, which featured 
small impressionistic images of bush and city life, rapidly painted on cigar box lids. Scorned by 
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conservative critics, this ground-breaking show reinforced the group’s claim that they were 
creating a new type of art in Australia. 
In 1891 Roberts joined Streeton in Sydney, then travelled extensively in New South Wales and 
Queensland in search of subjects with historical and dramatic qualities, as well as painting the 
local environment. His increasingly large-scale paintings paid homage to rural life and pastoral 
industry, or the dangers and romance of bushranging. He was commissioned to paint the 
opening of the first Federal Parliament of Australia, in Melbourne in 1901. After further travels in 
Europe, Roberts returned to Australia in 1919 and settled in Kallista outside Melbourne, where he 
painted many small, evocative landscapes. With his wife he built a modest home called 
“Talisman,” on half an acre which had been part of an old orchard belonging to Thomas G. 
Royle (Artists’ Trail, 2017a; Art Gallery of NSW, 2017). Thereafter he divided his time between 
Kallista and Tasmania, until his death in 1931. 
In a local history that discusses artistic households of the Dandenong Ranges, Winzenried notes 
that Roberts moved to Kallista around the same time his former student Streeton moved to 
Olinda. He comments on their differences as painters and people: “Streeton painted the 
landscapes, preferring the solitude such work offered. Robert found material for his painting in the 
faces of the local men and women; he enjoyed their working traditions and the ruggedness of 
their lives; he admired their mateship, loyalty and particularly their friendship. He was always 
asking the local people in to ‘have a cup of tea.’ Perhaps for this reason, many of the local 
people from that time remember him with affection. It was at Kallista in 1927 that Roberts 
retouched the landscape of his most famous piece, ‘Bailed Up’” (Winzenried, 1988, p147). 
 

 
Photo of Tom Robert’s home in Kallista, Talisman, in 1981 
(Monbulk Historical Society, 2012) 

Tom Roberts’ old studio at Talisman, viewed from Royle Street  
Kalista 2017 (photo B.Hanna) 
 

 
Tom Roberts, 1923-5. “Washing Day Kallista,” oil on canvas on hardboard, 36 x 52 cm. 
Collection of the Art Gallery of NSW. 

 
(Left) “In sharp contrast to his 
works of strong masculine 
labour, this work by Tom 
Roberts is a gentle, domestic 
subject, handled with great 
sensitivity. It depicts his wife, 
Lillie, in their garden at 
‘Talisman’, Kallista, hanging 
out the family washing. The 
view is northerly, towards 
Olinda, with Monbulk to the 
far right.” (Artists’ Trail, 2017a) 
This work is reproduced on a 
plaque near the location it 
was painted in Kallista as part 
of the Heidelberg School 
Artists Trail (1997). 
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Tom Roberts, c.1920s. “Talisman landscape” (Topliss, 1985 
no.659) 

 
Tom Roberts,. “Olinda Hills from Kallista,” (Source: 
Topliss, 1985 no. 598).  
 

 
Tom Roberts, 1924. “Sherbrooke 
Forest.” Oil on canvas on 
hardboard, 48 x 68 cm. Collection 
of the Art Gallery of NSW. (Source:  
photo of Heidelberg Artists School 
plaque of the painting by B.Hanna) 
 
This work is one  of the Heidelberg 
School Artists Trail plaques (1997). Tom Roberts, 1925. “Kallista Landscape.” Oil on board, 36 x 46 cm. Private 

Collection. (Source: Artnet) 
 

  

 
Tom Roberts, 1895, retouched 1927. “Bailed up,” 
oil on canvas, 135 x 183 cm. Collection of the 
Art Gallery of NSW. This famous painting was first 
undertaken in 1895 but completed in 1927 when 
Roberts was living at Kallista. 

Tom Roberts, 1924. “In the shadow of the hills,” oil on plywood, 48 x 
92 cm. Collection of the Art Gallery of NSW. 
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Tom Roberts, c.1920s. “Pink House.”  
 
Reproductions of this painting do not 
appear to be readily accccessible online. 
This reproduction is held by R.W.  Williams, 
Kallista’s second hand book seller, who 
used to own the Pink House, which was 
located across the laneway fromm 
Roberts’ home, Talisman. In c.1980 a 
mountain ash tree fell across the roof 
crushing half the building, but, luckily, not 
the eight people who were eating dinner 
in the other half. Williams repaired the 
house before selling, however the Pink 
House has since been demolished. 
Williams understands that Roberts painted 
this back view of the Pink House from 
across the laneway from Roberts’ own 
front gate (Bronwyn Hanna personal 
communication with R.W. Williams, 
9/10/2017). 
 
 

 
Tom Roberts, c.1920s “The road at 
Sherbrooke” (Topliss, 1985 no.504) 

 
Tom Roberts, c.1920s 
“Sherbrooke Forest.” (Topliss, 
1985 no.503) 
 

Tom Roberts, 1986 “Louis Buvelot,” etching, 
aquatint, 30 x 26 cm, Collection of the National 
Gallery of Victoria no. 2004.264 

References: 
 Art Gallery of NSW, 2017. “Artist’s profile: Tom Roberts,” on the AGNSW Collection webpage at: 

https://www.artgallery.nsw.gov.au/collection/artists/roberts-tom/ 
 Artists’ Trail, 2017a. Tom Roberts, “Washing Day Kallista,” 1923-25. Online, sighted 11/9/17 at 

https://www.artistsfootsteps.com/html/Roberts_washingday.htm 
 Artists’ Trail, 2017b. Tom Roberts, “Across to the Dandenong Ranges”1889. Online, sighted 11/9/17 at: 

https://www.artistsfootsteps.com/html/Roberts_dandenongs.htm 
 Menzies Fine Art Auctioneers, 2017. Online at: http://www.menziesartbrands.com/items/untitled-dandenongs-

landscape 
 Monbulk Historical Society, 2012. “Tom Roberts, Writers and Artists in the Dandenongs,” brochure by the 

Monbulk Historical Society, Monbulk. 
 Mt Evelyn History Group, 2017. Tour notes for Heidelberg Trail tour, September 2017. Unpublished, held by Karen 

Phillips, Mt Evelyn History Group. 
 Topliss, Helen, 1985. Tom Roberts 1856-193 A Catalogue Raisonné, Oxford University Press. 
 Winzenried, Arthur. “Enter the muses,” The Hills of Home, a Bicentennial History of the Shire of Sherbrooke, 

Belgrave, 1988.  

 

70



 

Bronwyn Hanna History & Heritage                                                   “RidgeWalk” Illustrated catalogue 2017 
 

Romberg, Frederick (1913-1922), architect 

Connection with Dandenong Ranges: 
Romberg designed at least three modernist buildings in the Dandenong Ranges in the late 1940s. These 
include the celebrated Miller Short House at 55 Mast Gully Road Upwey, which can be glimpsed from 
the top of the road, and the Kallista Tearooms, 103 Monbulk Road Kallista, commercial premises which 
are open to the public.  
 

 
Contemporary sketch of Kallista Tearooms, 103 Monbulk Road Kallista, excerpt from logo featuring a sketch of the building which 
was designed in 1945 and completed in 1950. (Source: http://www.kallista-tearooms.com.au/welcome/ ) 
 
Biography: 
Friedrich Sigismund Hermann Romberg was born in 1913 in China, the second son of a German judge 
who was temporarily working in the Kiautschou Bay concession. The family returned to Germany just 
before the outbreak of World War I, during which his father was killed in action in Belgium. His mother 
remarried a regimental doctor and moved to Hamburg where Frederick was educated at the 
Streseman Real-Gymnasium, matriculating in 1931. He began studying law in Munich where he became 
involved in leftist politics and with the rise of the Nazi party soon had to make a hasty departure to 
Switzerland.  Romberg enrolled in architecture at the Federal Institute of Technology in Zurich where he 
was influenced by the charismatic modernist professor Otto Salvisberg. He won a Swiss Federal Board of 
Education scholarship which he used to travel to Australia arriving in Melbourne in 1938 (Edquist, 2016). 
Romberg soon gained a position with one of Australia’s leading architectural firms, Stephenson & Turner, 
where he was appointed job captain on the Australian Pavilion at the New Zealand Centennial 
Exhibition (1939–40). In 1940 he briefly established an architectural practice with Mary Turner Shaw.  Their 
innovative off-form concrete Newburn Flats in Queens Road brought Romberg immediate recognition. 
In solo practice from 1941 he managed to complete a few works, including his own home in Eaglemont, 
before World War II halted building. “All these projects show his debt to the humanist Swiss tradition of 
architectural modernism” (Edquist, 2016). It was during the 1940s while living nearby at Eaglemont, that 
Romberg designed at least three modernist buildings in the Dandenong Ranges. 
During the war Romberg served in the Northern Territory with the Civil Aliens Corps and worked in the 
Victorian Public Works Department. Naturalised in February 1945, he returned to practice where he 
designed apartment blocks for the developer Stanley Korman, of which Stanhill Flats (1943–51) in 
Queens Road and Hilstan in Brighton (1947, demolished) became “icons of the modernist movement in 
Melbourne . . .  At this time Romberg commissioned Wolfgang Sievers to document his work, finding in 
the photographer’s German modernist training a complementary aesthetic” (Edquist, 2016).  
In 1953 Romberg went into partnership with (Sir) Roy Grounds and Robin Boyd to establish Grounds, 
Romberg and Boyd, “one of the most innovative architectural practices in Australia. It harnessed the 
well-developed individual but complementary talents of the three principals, each of whom continued 
his own practice under the umbrella of ‘Gromboyd,’ collaborating on certain projects” (Edquist, 2016). 
Having focused on domestic building prior to the partnership, Romberg became the specialist in 
industrial, commercial, and institutional work, conducted largely in Melbourne. The partnership of 
Grounds, Romberg and Boyd dissolved in 1962 following a dispute about the commission for the 
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Melbourne Arts Centre, which was carried out by Grounds alone. Romberg continued in practice with 
Boyd but both felt the breakup of ‘Gromboyd’ keenly” (Edquist, 2016). 
In 1965 Romberg moved to NSW when he was appointed foundation professor of architecture at the 
University of Newcastle. “While in this post he designed the modest, warmly textured Architecture 
Building (1968) in bushland, now known as the Romberg Building. He designed the Newcastle City 
Council offices (1970) in conjunction with the local firm Suters; the structure developed the polygonal 
pavilion of Ormond College as a strong urban form. Romberg had always been interested in 
environmental issues and co-authored, with David L. Smith, The Decline of the Environment (1973). In 
1975 he retired from the university as emeritus professor” (Edquist, 2016). 
“Returning to Melbourne in 1975, Romberg conducted a small practice from his new home in Hotham 
Street, East Melbourne. The most significant work of these late years was the Aboriginal Keeping Place 
(1982) at Shepparton, now the Bangerang Cultural Centre, a polygonal pavilion constructed of modest 
materials with wide eaves and a verandah” (Edquist, 2016). 
“Romberg bequeathed to Australia a fine body of work that exemplified his ideals of a well-built, 
functional architecture that embodied European modernism while responding to Australian conditions . 
. . An exhibition of his work was held at RMIT University in 2000 and the Australian Institute of Architects 
later named the Frederick Romberg Award for Residential Architecture in his honour” (Edquist, 2016). 
 

 
Frederick Romberg, designed 1947, completed 1949. 
Photo of Miller Short house, also known as Ventura, 
glimpsed from the end of Mast Gully Road Upwey, 
digital photo. (Source: B. Hanna, thanks to Phil Garland 
for sharing this viewpoint) 
 
The house was designed in 1947 and completed in 1949 
and has been described as “one of the most 
celebrated early works of this important European-
trained architect” (Heritage Alliance, 2008). 

P. Cuffley, c1993. “Miller Short House” (1947-49), sketch from his 
book, Australian Houses of the 40s and 50s, included in Heritage 
Alliance’s survey of Postwar Victorian architecture, 2008. 
(Source:  Heritage Alliance, 2008) 

 

 
Rohan Storey (@tallstorey), c2017. “Modernist tea rooms 
Kallista,” digital photo online shared on Instagram. (Source:  
www.pictame.com/tag/frederickromberg) 

 
Teresa A and Preston S Cole, c2017. “Kallista Tea Rooms 
Australia ,” digital photo online. (Source: 
fineartamerica.com/featured/kallista-tea-rooms-australia-
teresa-a-and-preston-s-cole-photography.html) 
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(Above) Frederick Romberg and Mary Turner Shaw, 
designed 1941. Address unknown.  “Residence in the 
Dandenongs,” photographed by Wolfgang Sievers, 1951, 
gelatin silver photograph ,18 x 24 cm. (Source: SLVIC via 
Trove) 
 
(Right) A newspaper clipping discussing Frederick Romberg 
and Mary Turner Shaw’s house design of 1941. Address 
unknown. “House in the Hills,” Argus, 27/2/1941, p12. 
(Source: Trove) 
 
This is evidently the same house although its address and 
whether it is still standing is currently unknown. 
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Rose Charman’s Cottage (77 Emerald-Monbulk Road Emerald), creative 
household 

Connection with creative people in the Dandenong Ranges: 
Rose Charman’s Cottage was built in 1908 for its original owner, Rose Charman (about whom 
little is known). From 1916 to 1919 it was inhabited by the writer and political activist, Katharine 
Susannah Prichard who entertained an impressive group of writers and thinkers there. After 
Pritchard left for Western Australia, the cottage was home to several important Australian literary 
figures including Louis and Hilda Esson and Vance and Nettie Palmer. Some of their best-known 
works were produced there. The cottage is locally heritage listed by Yarra Ranges Shire. 
 

  
Rose Chaman Cottage at 77 Emerald-Monbulk Road, Emerald, pictured in 2011 when last advertised for sale (Source: 
Barry Plant Real Estate at https://www.realestate.com.au/sold/property-house-vic-emerald-108255396) 

 
Stories of the house and its occupants: 
During her time at Rose Charman’s Cottage, Katharine Susannah Pritchard (1883-1969) 
developed many of the ideas and beliefs that would inform her work for the rest of her life. “The 
period 1916-19 at Emerald was to be a literary and political watershed. It was a time of enduring 
literary and personal friendships: with her in a remarkable circle were Louis and Hilda 
Esson, Vance and Nettie Palmer, Henry Tate and Frank Wilmot ('Furnley Maurice'). Prichard was 
also discovering socialism, syndicalism and communism, the writings of Marx and Engels and the 
political activities of Bill Earsman, Guido Baracchi and Christian Jollie Smith, soon to be founders 
of the Communist Party of Australia. With Wilmot she began her long campaign against 
conscription and war, which she saw as symptoms of the malaise of capitalism” (Hay, 1988). Her 
post-Emerald period in the isolation of the outskirts of Perth was Prichard’s most prolific period. Her 
novels Working Bullocks (1926) and Coondaroo (1929) gained her international success. Although 
Working Bullocks was set in south-western Australia, it is thought to have been informed by 
aspects of her time in the Dandenong Ranges. 
The playwright, Louis Esson (1878–1943) and his second wife, Hilda, moved into Rose Charman’s 
Cottage after their own house burnt down. They had planned to run a printing press, however 
the fire put an end to their ambitions. Esson had begun his career contributing poems and stories 
in The Bulletin. In 1906 he joined the Socialist Party and began contributing to The Socialist. In 1912 
his first full-length play, The Time is Not Yet Ripe, was staged in Melbourne to critical acclaim. In 
1913 he married Hilda Wager Bull, a school friend of Nettie Palmer. Hilda was a medical doctor 
and a foundation member of the Melbourne University Dramatic Society, and with her support, 
Louis was able to pursue his career as a writer. After returning to Melbourne in 1916 from a stint in 
New York and London, the Essons convinced Vance and Nettie Palmer to help form the Pioneer 
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Players, an organization dedicated to performing Australian plays. Hilda acted in these 
productions. Their first performances were in 1922. Esson’s The Drovers, was staged in 1923. They 
also staged plays by Prichard and Vance Palmer. Their last production was Esson’s The Bride of 
Gospel Place, in 1926. Louis was the Melbourne drama critic for the New Triad from 1924 to 1927. 
As interest in the Pioneer Players dwindled along with the audiences, Louis became disillusioned 
and by the late 1920s his career as a dramatist had ended (Hay, 1981). 
Vance Palmer (1885–1959) and Nettie Palmer (1885–1964) later took over the Esson’s lease on 
Rose Charman’s Cottage. The couple are considered one of Australia’s great literary 
partnerships. Nettie was Australia’s leading book reviewer in the inter-war period. She was also a 
poet and biographer. Her husband Vance was a successful novelist, dramatist and journalist 
(ABC, 2015). Like Esson, Vance Palmer wrote for The Socialist. He was involved in the anti-
conscription movement. Despite the demise of the Pioneer Players, he remained more positive 
than Esson and believed that literature had an important role in enabling Australia to reach its full 
cultural potential. Palmer was also an early advocate of preserving forests. Palmer published 
letters and pieces by Esson after his death in 1943 which gave Esson more fame than in life. The 
Palmers received visits from “a steady stream of city friends lured by the quiet and peace of the 
hills retreat” including Gerald Byrne, Dora Wilcox, P.I. O’Leary, Frank Wilmot, Henry Tate and the 
poet, Dick Long (Hay, 1988). Dick Long found inspiration in the Dandenongs. In 1918 Long wrote:  
 

Give me a road that winds among the hills, 
Some mountain myrtles in a cloudy sky, 
And be not niggardly with wayside rills, 
And cool retreats for all things moist and shy 
And let me hear the lyre-birds luscious notes. 
Thieving the ballads from its neighbour’s throats 

 
References to the ranges can also be found in his poem “The Dandenongs” (1925) and his short 
story “The Foal” (1946). 
The musicologist, Henry Tate (1873–1926) is thought to have gained inspiration for his rhapsody, 
“Dawn” in the Dandenongs. Tate collected Aboriginal music and recorded Australian birdcalls. 
He was interested in using Australian sounds as inspiration for composing music. His incorporation 
of birdsong in his own compositions was well received in America, but panned by the 
conservative Melbourne musical establishment. In 1924 he became the music critic for The Age. 
His “Songs of Reverie” were settings for poems by Furnley Maurice (Frank Wilmot). Tate was also a 
poet, essayist, short story writer, lecturer, teacher and literary critic. He was an enthusiastic chess 
player and wrote numerous articles on the game. He is fondly remembered for his support of 
Australian musicians and musical craftsmen and his tireless promotion of the need to break with 
the Eurocentric tradition and seek new inspiration for an authentic Australian musical tradition 
(Hay, 1988). 
Frank Wilmot was another friend of the Palmers who spent time at the cottage. He was a pacifist 
and anti-conscription. He spent his life in the city writing, selling, printing, and publishing books 
and became a force in literary criticism. He wrote pure lyric, satire, reflective lyric, descriptive 
verse, children's songs, social poetry, a volume of critical essays and helped compile anthologies 
of Australian essays and verse. As the poet “Furnley Maurice,” he put Melbourne on the literary 
map through his re-creation of the city in Melbourne Odes (Moore, 1951). His book of poetry, The 
Gully and Other Verses (1929) expressed his love for the Dandenongs (Hay, 1988). 
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Streeton, Sir Arthur (1867-1943), artist 
 
Connection with Dandenong Ranges: 
Streeton, one of Australia’s most famous artists, painted many views of the Dandenongs in the 
distance from Heidelberg and Eaglemont in the 1880s when his group of plein air artist friends were 
working there. Later he bought and built the property Long Acres at 15 Range Road Olinda, which 
he used at first as a weekender, and later retired to. During his residence he painted many 
landscape images picturing views within and around the Dandenong Ranges. Streeton’s studio 
survives at Long Acres, and the property is locally heritage listed by Yarra Ranges Council. 
 

 
Arthur Streeton, 1889. “Golden summer, Eaglemont,” oil on canvas, 81 x 153 cm. Collection of the National Gallery of 
Australia no. 95.604. 
 
The Dandenongs are pictured in the background of this famous painting of pastoral peace and prosperity. It was the first 
painting by an Australian born artist to be exhibited at the Royal Academy of Arts in London (1891) and it was also awarded 
an honourable mention at the Salon de la Société des Artistes Français (1892) (Galbally, 1990). The painting sold for around 
1000 guineas in 1924 and in 1995 it was bought in a private sale by the National Gallery of Australia for AUD$3.5 million, both 
times setting a sales record for an Australian painting (Wikipedia, 2017). 
 
Biography: 
Arthur Ernest Streeton was born at Duneed, Victoria, in 1867, the son of a school teacher. The 
family moved to Melbourne when he was 7 and he attended the Punt Road State School until the 
age of 13. He took a job as a clerk and enrolled in night art classes at the National Gallery of 
Victoria School of Design 1882-1887. He became interested in European plein air painting through 
reading William Morris Hunt’s 1877 “Talks About Art” (Galbally, 1990). His career developed after 
meeting fellow artist Tom Roberts in 1886 whom he joined at his painting camps near Heidelberg 
in Victoria, along with Frederick McCubbin, Charles Conder and others. Painting in the open air, 
with views towards the Dandenong Ranges, they worked on representing Australia’s light, heat, 
space and distance (Art Gallery of NSW, 2017). 
In 1889 Streeton was a key contributor to the “9 by 5 Impression Exhibition” in Melbourne, which 
presented rapidly painted impressions of bush and city life on cigar box lids. Of 182 exhibits, 40 
were by Streeton. Influenced by international trends, the exhibition was a rebellion by young artists 
against the prevailing academic tradition. Scorned by conservative critics, this ground-breaking 
show reinforced the group’s claim that they were creating a new type of art in Australia (Art 
Gallery of NSW, 2017; Galbally, 1990).  
Streeton left Melbourne for Sydney in 1890, where he developed larger and more ambitious 
paintings, opened a teaching studio with Roberts and became recognised nationally as a 
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successful artist. In 1897 he travelled further afield to London, where he lived for the next three 
decades, with frequent return visits to Australia. In 1908 in London he married Esther Leonora 
Clench (“Nora”), a Canadian violinist of many talents (she later illustrated a children’s book 
entitled Anna’s Animals, 1921, Wehner, 2008, p24). He enlisted in the Australian army medical 
corps in 1915, and in 1918 was appointed an official war artist. Volkard Wehner describes 
Streeton’s re-acquaintance with the Dandenong Ranges in 1920: 

“Streeton's grandson Oliver tells a colourful but quite credible story that when the Streetons 
arrived . . .  [from England in Melbourne for a] visit in early 1920, Nellie Melba had stood on 
the pier among the welcoming throng, shouting above all others, and then telling Arthur in 
her inimitable style that she absolutely had to take him to meet Professor Walter Murdoch—
an old friend-who had come over . . . stay at his sister's boarding house at Sassafras. After 
staying as a guest with Melba at her home Combe Cottage at Coldstream a few weeks 
later, Melba and Streeton set off for the Dandenongs . . . Streeton not so much fell in love, 
but renewed his long-standing love of the Dandenongs. 'It's refreshing to note how the old 
Dandenong Range takes hold of you directly you get there,' is how he describes his feelings 
to Roberts soon after his return to London . . . Oliver has drawn this writer’s attention to the 
fact that in many of Streeton’s Heidelberg paintings the moon is seen in the east, 
illuminating the Dandenongs and giving them a romantic connotation that quite clearly 
reflected Streeton’s attraction to this small ‘mountain’ range . . .  there is no evidence that 
he ever set foot in the Dandenongs  prior to his 1920 visit to Professor Murdoch. But as artist 
John Olsen observed, Streeton received many enduring impressions of the mountain forest 
from his stay with the Walker family at Gembrook in 1888 that this ‘uniquely romantic 
landscape vision . . . a vision where people as personalities play a small and minor role’ 
remained with him ever since” (Wehner, 2008, pp23-25) 

After their permanent return to Victoria in 1923, Streeton’s wife paid for their home at Toorak while 
Streeton bought land at Olinda in the Dandenong Ranges and built a weekender cottage, calling 
the property “Long Acres.” Volkard Wehner describes many aspects of Streeton’s life at Long 
Acres, noting that although he initially approached Harold Desbrowe-Annear to design the 
cottage, in the end Streeton used his own design and a local builder, Dick Hall (Wehner, 2008,  
p30): 

“Streeton enjoyed hiking across the Dandenongs on the many walking tracks . . . To him 
Longacres was also 'a place of my own' . . . at Longacres he could grow roots; it is quite 
evident from the gusto with which he threw himself into gardening that this was where he 
felt he belonged. The Dandenongs were also—to him as a landscape painter—a sure fire, 
plein air studio; all he needed to do-as he would-was to set up his easel by the roadside 
outside his garden gate and paint . . . [Long Acres] by a hair’s breadth escaped the 
disastrous Black Friday fires of 1939 . . . [Late in his life when Streeton was converting to 
Catholicism] one day Archbishop Mannix himself appeared at Longacres (Wehner, 2008, 
pp25, 31, 201, 231). 

“Arthur loved [Long Acres] and took great pride in gathering unusual and rare trees especially 
conifers, and planted one specimen of each . . . He was a passionate advocate for preserving 
the environment, especially that of his beloved Dandenongs. This he did both in evocative 
paintings such as the Dandenongs based ‘Last of the Messmates’ in 1928, and in 934 ‘The 
Vanishing Forest’ also in writing for newspapers.” (Monbulk Historical Society, 2012). 
In 1928 Streeton won the Wynne Prize, and in 1929 became art critic for the newspaper The Argus. 
In 1937 he was knighted for his services to the arts. After his wife's death in 1938, Streeton retired to 
Olinda where he devoted much time to his garden. He died there in 1943 and was buried in 
Ferntree Gully cemetery (Art Gallery of NSW, 2017; Galbally, 1990). 
One of Australia’s best known and most influential landscape painters, Arthur Streeton was a key 
member of the “Heidelberg School” of Australian impressionism—as the artists’ camps became 
known—the first distinctively Australian school of painting (Art Gallery of NSW, 2017). In his later 
years Streeton had become “a national institution” (Serle, 1973, p79). He continued to paint 
sunny, pastoral landscapes, which some critics consider to be less inspired than his more radical 
early work. Leading critics of the day extolled his art which was—along with Roberts and 
McCubbin—appropriated by the art establishment in the cause of a conservative, isolationist 
nationalism. Streeton offered a romantic blue and gold vision of a pastoral Australia (Galbally, 
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1990). Yet in his later years in the Dandenongs he also made many paintings which were critical of 
logging and expressed concern for the environment. 
 

 
 

(Left)” Long Acres” at 15 Ranges 
Road Olinda, just up the hill from 
the town shops. The cottage was 
built by Streeton and his wife in 
the 1920s. (Photo B.Hanna, 2017) 
 
 

 

(Above) Arthur Streeton, 1925. Sketch of Long Acres in letter to 
Baldwin Spencer 28/1/1925 (Wehner, 2008 p32, letter helf State 
Library NSW ML MSS 875) 
 
(Right) Arthur Streeton, c1920s-1930s. “Garden Green,” oil on 
canvas, 74 x 74 cm, private Collection (Source: Sothbys). The 
caption to the sale of the painting notes this was “one of an 
interesting and very personal group of Streeton's paintings . . . 
depicting his own gardens . . . The artist's grandson has identified the 
present work as a corner of the garden at Douglas Street” (Sothby’s, 
2017) 
 

 
 

 
Arthur Streeton, 1936. “Dandenongs Landscape,” oil 
on canvas, 50 x 60 cm. Private Collection (Source: 
Australian Art Sales Digest, courtesy Sothebys) 

Arthur Streeton, c.1930s. “Dandenongs,” oil on canvas, 52 x 78 
cm, private collection. (Source:  Australian Art Sales Digest, 
Courtesy Deutscher-Menzies) 
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Arthur Streeton, 1924. “Golden afternoon, Olinda,” oil on canvas, 
51 x 76 cm. Private collection. (Source: Artists’ Trail, 2017) 
 
“While living in Olinda, Arthur Streeton produced many panoramic 
works, in which he captured the grandeur of the Australian 
landscape, and emphasized the far distant horizon. This work was 
painted from the vicinity of Falls Road, Olinda . . . His view is 
northerly, following the direction of the Melba Highway, from 
Coldstream, across the valley of the Yarra River to Yarra Glen and 
beyond to Toolangi and the Great Dividing Range.” (Artist’s Trail, 
2017) 
 

 
Arthur Streeton, 1930-31. “Silvan Dam,” oil on 
canvas, 76 x 64 cm, private collection. 
 
Both these works are reproduced on a plaque near 
the dam pictured as part of the Heidelberg School 
Artists Trail (1997). 

 
 

 
Arthur Streeton, 1936. “The Cloud,” oil on canvas, 84 x 111 cm. 
Private collection. (Source:  photo of Heidelberg Artists School 
plaque of the painting by B.Hanna) 
 
This work is reproduced on a plaque, near the location it was 
painted on Mount Dandenong, as part of the Heidelberg School 
Artists Trail (1997). 
 
 

 

Arthur Streeton, 1921. “View 
from Dandenongs,” oil on 
canvas, 63 x 101, private 
collection. (Source: 
mossgreen online) 
 
This subtly toned painting 
represents an iconic view 
from the Dandenongs toward 
Melbourne viewed from an 
elevated position near 
Sassafras. 
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Arthur Streeton, 1935. “Lime Kiln Lilydale” or “Mitchell's Lime 
Quarry.” Collection of the Yarra Ranges Regional Museum no. 
8598 
 
This painting of a local Lilydale landmark shows the Cave Hill 
Quarry owned by the father of Nellie Melba, David Mitchell. It 
was donated to the Museum by David Mitchell Lime Pty Ltd at its 
take-over by Unimin. Streeton was a friend and associate of 
Dame Nellie Melba. 
 

 
Arthur Streeton, c.1930s. “Melba’s country,” Oil on 
canvas, 62 x 75 cm, private collection. (Source: 
Australian Art Auction Records, courtesy Sothbys) 
 
This painting of the Yarra Valley where Nellie Melba 
lived at Coombe is another sign of Streeton’s 
friendship and regard for Melba. 

 
Arthur Streeton, 1928. “The Last of the Messmates,” oil 
on canvas, 63 x 75, private collection. (Source: 
Australian Art Sales Digest) 
 

Arthur Streeton, c 1920s-1930s. “Timber cutter, blue and gold, 
Olinda,” oil on canvas on wood panel, 51 x 77 cm. Private 
collection. (Source: Australian Art Sales Digest) 
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Sunnyside (7 Sunnyside Road Kallista), creative household 

Connection with creative people in the Dandenong Ranges: 
Between 1910 and 1930, this property, located uphill from Beagley’s Bridge over Sassafras 
Creek, was owned by John Garibaldi Roberts. Roberts was a wealthy businessman and 
manager of Melbourne’s tram system. Although not an artist himself, he was an 
enthusiastic facilitator and supporter of creative pursuits who encouraged artists, 
intellectuals, writers, musicians and their friends to gather at his property known as 
“Sunnyside,” to exchange ideas and develop their work (DRHS, 1998). The house has 
been demolished and a new house constructed elsewhere on the lot. 
 

 
 

Anonymous photo of Sunnyside group 
c.1915. Taken in front of Dennis's tram bus 
at Sunnyside, the people, from left to right 
have been identified as, at front: Mr John 
Shirlow, (etcher); Mrs. Gunn (authoress); 
Mr. Dave Wright (barrister); Mr. J.G. Roberts 
(accountant, Tramways). At back: Master 
Bert Roberts and a youthful C.J. Dennis 
c.1915. (Source: National Library of 
Australia http://nla.gov.au/nla.obj-
136395397). 
 

Stories of the house and its occupants: 
The house at Sunnyside was a modest weatherboard cottage perched on a sloping site 
with a minimal garden. To provide accommodation for his guests, Roberts hauled old 
tram buses to Sunnyside for use as studios and bedrooms. Visitors generally caught the 
train to Belgrave, then walked 5 km uphill through the mountain ash forest to Sunnyside, 
located near a popular beauty spot called Beagley’s Bridge. “Upon arrival, they would 
be given sufficient time to recover from the effort before [being expected to give] a 
dissertation from one of the huge granite boulders near the house. Regular visitors were 
also expected to contribute . . .  in the form of verse, paintings, or whatever” (Haynes, 
2017). 
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Some of Roberts’ guests were already well established artists. Jeannie Gunn had already 
published her novel We of the Never Never (as Aeneas Gunn) and Tom Roberts (no 
relation to the owner) was the well-known Heidelberg School artist. Tom Roberts’ property, 
“Talisman,” was nearby at Kallista and he enjoyed socialising with the guests at Sunnyside. 
Other regular visitors included C.J. Dennis (writer), Hal Guy (illustrator and cartoonist), Web 
Gilbert (sculptor), David Low (caricaturist), John Shirlow (etcher), Alick McClintock 
(watercolourist) and Robert Henderson Croll (writer). 
C.J. Dennis was introduced to Roberts by the writer and bushwalking enthusiast, R.H. Croll. 
Encouraged and supported financially by Roberts, Dennis moved to Sunnyside and wrote 
Jim of the Hills. It is thought the area may have inspired some of his The Glugs of Gosh 
poems. During this time, he also wrote The Songs of the Sentimental Bloke (1915) which he 
dedicated to Roberts and his wife. “When C.J. Dennis's The Songs of the Sentimental Bloke 
was published . . . in October 1915, it became a phenomenon, spawning three sequels 
and a host of stage and film adaptations.” In 1918 the poem was made into a famous 
Australian silent film (Anonymous, 2015). 
Hal Gye forged a career contributing cartoons and illustrations to numerous publications 
after initially working as a legal clerk. In 1906-7, Dennis, then editor of the Adelaide-based 
publication Gadfly, accepted Gye’s contributions. In 1915, they formed a remarkable 
creative partnership that lasted until 1924. Gye’s illustrations were perfectly matched 
interpretations of Dennis’ stories. Gye shared a studio with David Low in Collins Street, 
Melbourne (ADB, 1983) and his work appears in Nellie Melba’s Gift Book (1915, p52a). 
David Low (1891–1963) was originally from New Zealand and may have been introduced 
to the Sunnyside group by Hal Gye. Low contributed illustrations, joke-drawings and 
caricatures for the Bulletin and Lone Hand. His cartoon, “The Imperial Conference,” 
published in the Bulletin on 16 March 1916, gave him fame: it depicted the then Australian 
Labor prime minister, Billy Hughes (of Welsh heritage), in full cry and the Imperial War 
Cabinet under cover over the caption “Asquith: David, talk to him in Welsh and pacify 
him.” Low continued to use the Prime Minister as the subject of many cartoons, eventually 
publishing The Billy Book in 1919. Low then worked for the Star in London for eight years 
before returning to Australia to work for the Evening Standard in the 1930s. He became 
acutely aware of the dangers of fascism, and used this subject matter as the basis for 
much of his work leading up to World War II. Low’s uncompromising attitude, sharp 
intellect, wit and drawing skills saw him rise to the top of his profession. He is considered 
one of the most important cartoonists of his time (ADB). 
Jeannie Gunn left the comforts of suburban Melbourne in 1901 to be with her husband on 
Elsey Station, Palmerston (Darwin). Unfortunately, outback life lasted only thirteen months 
before her husband died of malarial dysentery. Upon her return to Melbourne, Jeannie 
wrote the children’s book, The Little Black Princess: A True Tale of life in the Never-Never 
Land, about an Aboriginal child at Elsey (1905) and We of the Never-Never (1908), a best-
selling novel about the tropical outback based on actual events. Jeannie Gunn joined 
the Sunnyside group around 1910 when she was living at Monbulk (ADB). 
Web Gilbert (1867–1925) was an apprentice chef, hand modelling flowers and 
decorations for wedding cakes before attending private drawing classes and studying at 
the National Gallery School under Frederick McCubbin, Bernard Hall and G.F. 
Follingsby. Gilbert established his own studio and foundry in Fitzroy in 1908. It is uncertain 
when he became involved with Sunnyside, but a photograph of him at Sunnyside is dated 
1914. He was a bushwalking companion of Bob Croll, C.J. Dennis, Web Gilbert and John 
Shirlow. During World War I he found work in London in a munitions factory before joining 
the AIF as a sculptor. This experience led him to a career in making war dioramas and war 
memorials. 
John Shirlow (1869–1936) studied electrical technology and became an electrical 
engineer. At age 21 he took up art classes and studied painting under Artur Loureiro, also 
attending evening classes at the National Gallery School (1890-95) alongside Max 
Meldrum, George Coates, James Quinn and Web Gilbert. His great passion was etching, 
and he made his own press and tools. He produced the first portfolio of etchings 
published in Australia. He would work directly on his plates in front of his subject matter, 
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which was primarily historic buildings in Melbourne. He was a master craftsman and his 
work appealed to collectors for its historical detail as well as its artistic merit. His book, The 
Etched Work of John Shirlow, published in Melbourne in 1920, increased his popularity. 
Fellow Sunnysider, Bob Croll, produced and wrote the biography for the book. Shirlow’s 
approach was considered to be technically accomplished but not original or influential. 
His career included writing on etching technique, teaching art and establishing classes on 
etching (ADB). 
Robert Henderson (Bob) Croll (1869–1947) spent most of his career as an administrator in 
the Department of Education. He was also a published author, columnist, broadcaster 
and an enthusiastic bushwalker. He was profoundly interested in art and later authored a 
biography of Tom Roberts (1935). He also edited Arthur Streeton’s letters to Tom Roberts 
(1946). He supported and encouraged John Shirlow. His interest in Aboriginal culture led 
him to take numerous trips to central Australia where his compassion, interest and 
affection for the Arente people led them to give him “honorary membership.” With 
Charles Barrett he published the Art of the Australian Aboriginal in 1943. He published 
memoirs of a visit to Sunnyside in 1933: R.H. Croll, “I Recall,” Argus, 5 August 1933, p4 
(ADB). 
Alexander McClintock (1869-1922) arrived in Australia from Ireland aged 12. He studied art 
in Melbourne under the Scottish artist John Mather (as did Polly Hurry aka Mary Farmer). 
He specialised in watercolour and produced numerous works in the Dandenong Ranges 
including: “At Sassafras,” “Morning, Mt Dandenong,” “Across the Valley,” “The lookout,” 
“Mt Dandenong” and “At Mt Dandenong.”  
The First World War largely broke up this Sunnyside group, although there was still a steady 
stream of visitors to Sunnyside for many years to come. Garry Roberts died in 1933 after 
which time Sunnyside was put on the market. It failed to sell and on March 21, 1937 the 
cottage burnt to the ground. 
 

 
 

Hal Gye’s illustration, c.1916 for The 
Songs of a Sentimental Bloke, by C.J. 
Dennis 1916. 
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David Low, c.1940. 
From Europe Since 
Versailles: A History 
in One Hundred 
Cartoons with a 
Narrative 
Text (Penguin, 
1940). 
 

Artist Web Gilbert sculpts a model of 1549 Private (Pte) William 
Roy Guest for the Mont St Quentin Diorama of the Australian 
War Memorial. 1921. P09435.001 AWM 

John Shirloe, 1924. “Swanston Street, 
Melbourne.” Etching; 234 x 28 cm. Collection 
of the State Library of Victoria no. H98.83/1. 
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Tregellas, Thomas (1864-1938), amateur ornithologist and photographer 

Connection with Dandenong Ranges: 
Tregellas spent virtually all his spare time during the 1920s and 1930s observing and 
photographing lyrebirds from a large hollow log in the Sherbrooke forest near Hardy’s Creek in 
Kallista. Tregellas’ work inspired other enthusiasts such as Ray Littlejohns (1893-1961) and 
Archibald Campbell to film and record lyrebirds in Sherbrooke Forest (Culture Victoria, 2017). 
 

 
Thomas Tregellas, 1920-1938. “Male lyre bird in picturesque forest setting, Australia’s song bird and wonder mimic,” The 
Rose Series P379, glass negative, 9 x 14 cm. Collection of the State Library of Victoria no.H32492/496  
 

Biography: 
From Tom Griffiths, Forests of Ash, 2001, pp110-112: 
“Another piece of theatre was staged in the tall forests, quietly and devotedly, by Tom Tregellas 
(1864-1938) in the 1920s and 30s. And his co-conspirators in this opera were natural performers, 
the lyrebirds of Sherbrooke. Tregellas lived in the Melbourne suburb of Chatham but spent virtually 
all his spare time dwelling inn a large hollow log in state forest near Kallista, 50 km east of the city. 
Fire had already scoured out the interior of his home for him. The log was about five metres long 
and two and half metres wide. He boarded up one end, built a canopy out of palings over the 
entrance and a fireplace in front and called his home ‘Menura.’ He had renounced his earlier life 
as a collector [that had gathered specimens for Gregory Mathews’Birds of Australia] and aimed 
instead to secure the protection of the Lyrebird through his articles, photos and lantern-slide 
talks” (Griffiths, 2001). 
“Tregellas spent at least 18 years ‘sojourning amongst them.’ His knowledge, like that of the 
Woodlanders and many amateur naturalists, was proudly original. Originality was to be 
discovered through a direct, watchful, sensuous engagement with nature. ‘I may also state at 
this juncture,’ he declared, ‘that I have drawn on no one for my information, all particulars in 
regard to the birds being gleaned on the spot and all photos, absolutely my own.’ Through 
pedantic observation he corrected what he considered to be the popular errors about his 
friends: lyrebirds do not dance, he insisted, they ‘merely strut about and turn round and round,’ 
occasionally give a forward jump and ‘take two steps backwards to the first position.’ But 
although he dismissed the term ‘dancing’ he contributed to other aspects of the romantic cult of 
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the Lyrebird, reporting their behaviour on ‘state occasions,’ and describing their calls as 
‘amorous’ or ‘endearing’” (Griffiths, 2001). 
“He wrote of intimacy. confidence and friendship. From being ‘in company with the birds for so 
many years, they have become accustomed to my presence, and permit familiarities that make 
for our mutual benefit,’ he explained. The birds vouch-safes their secrets to him. Such a privileged 
status enabled him to offer ‘The Truth about the Lyrebird,’ as he called one of his articles. His 
science was driven by the magic of proximity with beautiful, shy creatures rather than any 
systematic biology” (Griffiths, 2001). 
“In 1931 Tregellas participated in broadcasting the song of the Lyrebird on ABC radio from the 
depths of the forest across the nation. Another ornithologist, Ray Littlejohns, helped make 
Sherbrooke famous with his filming of the lyrebirds there from 1925. In 1926 the Forests Commission 
determined that Sherbrooke Forest should be free from commercial exploitation and from fire” 
(Griffiths, 2001, pp110-112). 
In 1935 there was a proposal to have Tregellas log hut, Menura, “preserved to perpetuate Mr 
Tregellas’ work” (Argus, 25/6/1935, p7), however the log hut has since disappeared. 
 

 
(Above) Tom Tregellas, c1935. “Tom Tregellas’ log camp amongst 
the lyre birds, Hardy’s Creek.” Tom Tregellas Nature Series, 
postcard no. 26. Collection of Museum Victoria. (Source:  Culture 
Victoria webpage)  
 
(Right) Michael Sharland, c.1930s. “Tom Tregellas” from The 
Australian Bird Watcher Vol. 9 no. 4, December 1981 (Source:  
Griffiths, 2001, p110)  
 
In this photo, Tregellas is framed by the entrance to the hollow log 
he made his home in order to study the lyrebirds in Sherbrooke 
  

 

Thomas Tregellas, 1920-1938. “A unique photo of the male 
lyre bird as he turns his tail to the camera, Australia’s song 
bird and wonder mimic,” The Rose Series P380, glass 
negative, 9 x 14 cm. Collection of the State Library of Victoria 
no. 32492/498  
 

Thomas Tregellas, 1920-1938. “Hen lyre bird feeding 
young, Australia’s song bird and wonder mimic,” The 
Rose Series P383, glass negative, 9 x 14 cm. Collection of 
the State Library of Victoria no. H32492/503. 

86



Bronwyn Hanna History & Heritage                                                   “RidgeWalk” Illustrated catalogue 2017 
 

 
Thomas Tregellas, 1920-1938. “Male lyre bird in the forest, 
Australia’s song bird and wonder mimic,” The Rose Series 
P386, glass negative, 9 x 14 cm. Collection of the State 
Library of Victoria no. H32492/508  
 

Thomas Tregellas, 1920-1938. “Male lyre bird on tip toes 
displaying on mound, Australia’s song bird and wonder 
mimic,” The Rose Series P117, glass negative, 9 x 14 cm. 
Collection of the State Library of Victoria no. H32492/174  

 
Ray Littlejohns, c.1943. “Romance In an Elfin 
Setting  the opening phase of display,” 
photograph frontispiece from Littlejohns’ 
Lyrebirds Calling. (online) 
 
 

Archinbald Campbell, c1940. “Lyrebird – Sherbrooke, Victoria,” glass 
lantern slide, 8 x 8 cm. Collection of Museums Victoria, no. BA 1366. 
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Turner, James Alfred (1850-1908), painter 

Connection with Dandenong Ranges: 
James Alfred Turner lived at Kilsyth, in the foothills of the Dandenong Ranges, between 1888 and his 
death in 1908 and painted many local scenes during this time. 
 

 
James Alfred Turner, 1899. “A Victorian Dale,” oil on canvas, collection of the Yarra Ranges Regional Museum.(Source: Yarra Ranges Regoinal 
Museum collection online ) 
 
“Large, framed, colour painting by J.A. Turner, c. 1899, of a view over Lilydale, painted from the corner of the Maroondah 
Highway and Victoria Road, Lilydale. The painting features cleared land being worked by two horses and a plough in the 
foreground, and houses, buildings, fields and mountains in the background. The painting was donated to the Shire of Lillydale 
sometime before WWI by the Turner-Higson family from Brighton, Vic. The painting was hung in the Shire Council offices until 
July 1968 when a fire burnt the building. The painting sustained heat and smoke damage around the edges and was initially 
thought to be beyond repair. It was proposed that it be sent to the local tip, but a Councillor intervened and prevented this 
from occurring. Artist Richard Goulder was hired to paint a oil painting reproduction. This copy still hangs in the Shire of Yarra 
Ranges offices at Anderson St today. The original was stored under a building for many years before it was professionally 
restored and donated to the museum.” (Yarra Ranges Regional Museum entry online). 

 
Biography: 
James Alfred Turner (1850-1908) was born in 1850 at Bradford in Yorkshire, England, son of a bank 
accountant. He arrived in Victoria some time before 1874. In 1884 he was commissioned to execute 
14 paintings of bush life which were donated to the newly founded Ballarat Fine Art Gallery. In 1888 
he bought a twenty-acre (8 hectare) bushland property, “The Gables,” at Kilsyth, in the foothills of 
the Dandenong Ranges. In 1890 he married Annie Williams and they oved to hawthorn but she died 
the following year after the birth of a stillborn child. Turner returned to Kilsyth in 1893 and remained 
there until 1907. Local rural and bush life supplied subjects for his paintings which Table Talk 
described as being of “peculiar exactness” (21/11/1901). Turner was a prolific painter in oil, water-
colour and gouache. Although many small paintings pictured “homely incidents and quiet aspects 
of nature,” he sometimes painted large works such as “The Homestead Saved” (which sold for 
$82,000 in 1980). He personally witnessed bushfires and one newspaper commented, “No man has 
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ever painted the realism of a forest fire and its fighting better” (The Argus, 16/4/1908). Turner was an 
exhibiting member of the Victorian Artists' Society, the Australian Art Association, the Victorian 
Academy of Arts, the Yarra Sculptors' Society and the Melbourne and New Melbourne art clubs. 
Many of his paintings were reproduced on postcards from 1904. “No other colonial painter's work 
was published in such volume and Turner postcards are still sought by collectors.” He died in 1908 at 
Canterbury and was buried with Anglican rites in Box Hill cemetery (Jones, 1990).  
 

 
 

 
James Alfred Turner, 1905. 
“Fighting the bush fire,” oil on 
board, 31 x 47 cm. (Source: 
Browne, 2017). 

 

 
James Alfred Turner, 1891. “A 
Quiet Evening on the Road to 
Warburton,” oil on canvas, 49 x 
75 cm. (Source: Australian Art 
Auction Records) 
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Von Guérard, Eugene (1811-1901), artist (landscape painter) 

Connection with Dandenong Ranges: 
Eugene Von Guérard’s major association with the Dandenong Ranges was to visit the then wild 
and remote Dobson’s Gully in the mid 1850s to take sketches for his large oil painting, “Ferntree 
Gully in the Dandenong Ranges.” The painting became the most celebrated Australian art work 
of its day, and was widely copied or echoed in subsequent years. Von Guérard made later 
versions of the same scene and also depicted the Dandenongs in the background of several 
other paintings. 
 

 
Eugene Von Guérard, 1857. “Ferntree Gully in the Dandenong Ranges,” oil on canvas, 92 x 138 cm. Collection of the 
National Gallery of Australia.  
 
For von Guérard, “the Australian landscape represented a real, lived experience and a vehicle for evoking personal and 
contemplative ideas. [This image] . . . conveys a sense of the landscape as a spiritual sanctuary . . . as a rejuvenating life 
force, untainted by human interference. Painted after returning to his Melbourne studio, Ferntree Gully in the Dandenong 
Ranges combines von Guérard’s meticulous observation of local plant species with his artistic interest in compositional 
arrangement and the creation of a ‘mood’ particular to the environment. In this case, Von Guérard portrays the magical 
world of a bower—an enclosed gully of natural foliage created by towering tree ferns. A pool of light on the forest floor 
leads to two male lyrebirds cast in shadow, one with its characteristic tail feathers raised—a natural mimic of the arch of 
the fern fronds. The theatrical activities of the lyrebird were one of the early drawcards for tourists to the area, who hoped 
to witness the singing and dancing of the male bird. The work was exhibited at the 1862 International exhibition in London, 
where it was noted as an example of the natural beauty and scenery of the colony” (National Gallery of Australia, 2014) 
 

Biography: 
Eugene von Guérard was born in Vienna in 1811, the son of a court painter to Francis I of Austria. 
He studied the Old Masters on visits to Italy with his father and in Germany he learnt painting 
under Johann Wilhelm Schirmer. In 1852 he sailed to Australia where he spent “a luckless year on 
the goldfields” near Ballarat but made many sketches. In 1854 he married Louise Arnz of 
Dusseldorf in Melbourne. He spent 16 years sketching while he travelled throughout the Australian 
colonies and New Zealand, sometimes in the company of scientists such as anthropologist Alfred 
Howitt, before settling to live in Melbourne (Tipping, 1972).  
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Von Guérard’s large oil painting of 1857, “Ferntree Gully in the Dandenong Ranges,” was “In its 
day . . . the most celebrated of all Australian paintings.” (Thomas, 2002). “The painting's 
contemporary appeal was no doubt due in some part to 'Fernmania,' the fashion for all things 
fern-like that was sweeping through the colony” (Art Gallery WA, 2017). 
Influenced by the Austrian Biedermeier school, Guérard painted romantic and grandiose 
mountain landscapes reminiscent of Europe's alpine artists. He initially found it difficult to sell his 
paintings but later used the sketches from his travels to produce painted canvases for wealthy 
patrons. Much of his work was engraved for periodicals and he illustrated Samuel Bird's On 
Australasian Climates (Melbourne, 1863).  In 1867 he published an album of his own tinted 
lithographs, Australian Landscapes. In 1873 his paintings were exhibited in London’s International 
Exhibition and in 1876 he was one of the first Australian artists represented in the Centennial 
Exhibition at Philadelphia. 
In 1856 Guérard was one of the founders of the Victorian Society of Fine Arts. In 1870 he became 
a charter member of the Victorian Academy of Artists and he was active in the Royal Society of 
Victoria, serving on its council in 1866-67. In 1870 Guérard was appointed first master of painting 
at Melbourne’s National School of Art, winning the position over Louis Buvelot, and later was 
curator of the National Gallery of Victoria. His students included Frederick McCubbin, Tom 
Roberts, Rupert Bunny and Bertram Mackennal “but he was a better painter than teacher and 
left little mark on them” (Tipping, 1972).  
Guérard resigned from his teaching role in 1881 because of ill health and the following year 
returned to Europe permanently with his wife. She died in London in 1891 and he lost all his 
investments when the Australian banks crashed in 1893. He lived the rest of his life in poverty until 
his death in London in 1901, aged 89. 
Von Guérard’s fascination with the natural world was informed by contemporary science, 
particularly the influential work of the renowned scientist and explorer Alexander von Humboldt 
(Haynes, 2017). In 1867 a local newspaper article described his style as “distinguished by a fine 
perception of local form and color, and especially by conscientious fidelity. He reproduces 
exactly what he sees, being essentially a realist in art” (Anonymous, 1867). 
 

 
Eugene von Guérard, 1865. “Ferntree Gully, Dandenong Ranges,” 
lithograph published by Hamel and Ferguson, Melbourne, 30 x 49 
cm. Collection of the State Library of Victoria, no. H25828 
 
This lithograph by von Guérard of the same scene is smaller and 
less colourful but was capable of wide reproduction. “Published 
ten years after the painting was executed, the lithograph no 
longer represented reality; the place had been degraded by 
timber-getters, fern-smugglers for the city market and by innocent 
excursionists. There was now ‘a comfortable hotel in [the] 
immediate neighbourhood.’” (Thomas, 2002) 

Eugene von Guérard, c.1857. “Ferntree Gully in  
the Dandenong Ranges,” oil on canvas on 
cedar-board, 17 x 23 cm. Private collection.. 
(Source: Lauraine Diggins Fine Art). 
 
This small oil painting, lacking the lyrebirds, and 
“framed with rounded corners to echo the 
graceful curves of the composition,” was 
probably a “follow up variant” made in 
aftermath of the huge popularity of the large oil 
(Thomas, 2002). 
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Eugene von Guérard, 
1870. “Dandenong 
Ranges from Beleura” oil 
on canvas, 66 x 104 cm. 
Collection of the Art 
Gallery of Australia no. 
NGA 95.353. 
 

 
 

 
Eugene von Guérard, 
1878. “Lilydale from the 
Christmas Hills with the 
Dandenongs in the 
Distance,” watercolour on 
paper, 61 x91 cm. 
Collection of the Art 
Gallery of NSW no. 
60.2003. 
 

 
 

  
Eugene von Guérard, 
c.1870. “Ferntree Gully, 
Cape Otway Ranges,” oil 
on canvas, 91 x 137 cm. 
Collection of the Art 
Gallery of Western 
Australia.  
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Eugene von Guérard, 1859. “Bushfire,” oil on 
canvas mounted on board, 35 x 56 cm. 
Collection of the Art Gallery of Ballarat. 
(Source: Culture Victoria) 
 
 

 
 

 
Eugene von Guérard, 1866. “Mount 
Kosciuszko seen from the Victorian Border,” 
oil on canvas, 108 x 163 cm. Collection of 
the National Gallery of Victoria no.302.13-1 
 

 
 

 
Eugene von Guérard, 1877. “Milford Sound,” 
oil on canvas, 99 x 176 cm. Collection of the 
Art Gallery of NSW no.0A1.1970 
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Walling, Edna (1895-1973), landscape designer, photographer and writer 

Connection with Dandenong Ranges: 
Walling is probably Australia’s most acclaimed landscape designer. While still in her mid 20s she 
bought land in Mooroolbark, just north of the Dandenong Ranges, which would become her home 
for more than three decades. Naming it “Bickleigh Vale,” she developed it into a private village of 
some 30 houses in landscaped gardens—all either designed or approved by herself, including her 
own home, Sonning.  Between the 1930s and 1950s she designed nearly two dozen gardens 
throughout the Dandenong Ranges (Wehner, 2006). Of these, Bickleigh Vale, Mawarra and Folly 
Farm are listed on the Victorian Heritage Register. 
 

 
Edna Walling, 1932. Landscape design for Marrawa, Sherbrooke, Private collection. (Source: Vale, 2015 courtesy John 
Champion) 
 
“Originally known as The Grove, the 1.4 hectare property Mawarra was developed for three sisters, Mrs A W McMillan and 
the Misses Marshall in the popular Dandenong Ranges. They appear to have commissioned noted architect, Harold 
Desbrowe-Annear, to design a large house in the mid-1920s and some five years later they engaged Edna Walling to design 
extensive gardens. By the time of their involvement at The Grove, both Desbrowe-Annear and Walling had established 
themselves as fashionable and prolific designers. After a disagreement between Walling and the sisters, the garden was 
completed by Eric Hammond, Walling's principal contractor, who was retained to finish constructing the garden and its 
extensive stonework. As was common at the time, the sisters hosted a number of fundraising events at the property in the 
1940s, before selling it in 1960. Walling became friends with the subsequent owners, and was highly complimentary of their 
care of the garden. The property changed hands in 2002 and again in 2010” (VHR, 2017). 
“The extensive garden was designed to utilise the established axis of the house and the sloping site, by the use of terraces, 
steps, decorative pools and stone walling. Formal architectural design, similar to that of the Italian Renaissance, was used to 
create a series of rooms, or pictures, and the illusion of space within the overall composition. A central stairway, leading 
from the house to a reflecting pool below, provides the spine of the garden and enables access to five parallel terraces 
that run across the site, each of which was given its own distinctive character. Carefully constructed stone walls, steps and 
stairways are a feature of the garden including the symmetrical walled house terrace with curved stone walls and stepped 
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ramps either side. A tennis court was built to the north-east of the site, a sun dial positioned adjacent to the house and a 
small cottage, Wendy Cottage, was constructed to the north of the main house by the late 1930s. Reputedly based on the 
playhouse for Princesses Elizabeth and Margaret built in 1932 at Royal Lodge, this cottage remains” (VHR, 2017). 
“Edna Walling described Mawarra as a 'symphony in steps and beautiful trees'” (VHR, 2017). 
Peter Watts described it as “in concept and execution . . . one of Australia’s outstanding designs of the twentieth century” 
(Wehner, 2006, p60). 
Walling herself described it as “the best garden I’ve ever done” (Wehner, 2006, p64). 
 

Biography: 
Edna Walling was born in Yorkshire in 1896, the daughter of a furniture dealer (Watts, 2001). She 
grew up at Bickleigh near Plymouth until the family moved to New Zealand in 1911. Her father soon 
transferred to Melbourne and the rest of the family joined him in 1914 when Edna was 17.  
“In 1916-17 Edna attended Burnley Horticultural College. After gaining her certificate and working 
as a jobbing gardener for a year, she began to get landscape designing jobs. An early client was 
Dame Nellie Melba. In 1921 Walling designed and built a rustic house for herself, called Sonning, on 
a three-acre block of farmland at Mooroolbark, east of Melbourne. After it was destroyed by fire in 
1936, she redesigned, rebuilt and expanded it. She gradually converted 18 acres adjacent to 
Sonning into Bickleigh Vale village. Despite an unconventional lifestyle—she wore jodhpurs, jacket, 
shirt and tie, never married and lived in primitive style at Sonning with a group of friends/ 
employees—Edna made a name for herself as a landscape gardener in the English tradition of 
Gertrude Jekyll and William Robinson among wealthy Melbourne families” (Kerr, 1995). 
“In 1926 Walling began writing regularly for Australian Home Beautiful. As well as many articles for a 
range of magazines and newspapers, she published four books illustrated with her own 
photographs, garden plans and drawings [between 1943 and 1952] . . . She lived at Sonning until 
1951 then shifted to The Barn on her nearby Bickleigh estate, partly because of the lack of privacy 
resulting from featuring her home in such detail in her 1947 book. In 1948 she acquired sixteen-acres 
at East Point, near Lorne on the Great Ocean Road, and built a cottage there; a late unpublished 
manuscript, 'The Happiest Days of My Life,’ is about it” (Kerr, 1995). 
“Walling planned several villages yet few were realised. After moving in 1967 to Bendles at Buderim, 
Queensland to escape encroaching suburbia, she planned an Italian-style village but age 
prevented it proceeding beyond a few sketches. Here she was cared for by Mavis Morris while 
Lorna Fielden, a Bickleigh neighbour who had edited her books, came to live nearby. A devout 
Christian Scientist, Edna Walling died on 8 August 1973 regretting that she was unable to finish all 
her projects or begin new ones” (Kerr, 1995). 
“Walling's design idiom matured in the mid-1920s and changed little during her career. To some 
extent, she emulated the styles of Spanish and Italian gardens and the work of Sir Edwin Lutyens 
and Gertrude Jekyll in Britain. The gardens she created typically exhibited a strong architectural 
character. For clients in the wealthy suburbs of Melbourne and on country estates, her designs 
included grand architectural features—walls, pergolas, stairs, parterres, pools and colonnades—
woven into a formal geometry; but she always found a space for a 'wild' (unstructured) section” 
(Watts, 2001). 
“For clients with more modest means, Walling's approach was more relaxed, relying on curving 
lawns and garden beds to give the illusion of greater space. But rarely were there no stone walls or 
other structural features. Whether the garden was big or small, she created a succession of 
'pictures'. Her handling of space, contour, level and vista was brilliant. Equally impressive was her 
mastery of plants and their visual and ecological relationships. Her gardens, no matter how formal, 
were clothed by a soft and consistent palette of plants. She favoured greens and used other 
colours sparingly, mostly in pastel tones or white. For many clients she produced an exquisite water-
colour plan of the garden as a means of conveying her proposals. Most of her gardens were 
constructed by Eric Hammond. Walling often provided the plants from her own nursery and was 
frequently on site giving instructions and helping with the physical labour” (Watts, 2001). 
“In the mid-1940s Walling had developed a particular interest in native plants; she had begun using 
them in domestic gardens in the 1920s. An early and active conservationist, she joined battles to 
protect the natural environment and crusaded for the preservation of indigenous roadside 
vegetation. She was an outstanding photographer who always took her camera on her extensive 
travels. Classical music was another of her passions” (Watts, 2001). 
Bickleigh Vale “village was, and remains, an extraordinary experiment in urban development. In 
Walling's lifetime, and beyond, it has become a place of pilgrimage for her many followers . . . Her 
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influence on twentieth century gardening in Australia was enormous. The visual impact of the 
hundreds of gardens she created, her extensive writing, and the respect she commanded from 
those with whom she worked, including Glen Wilson, Ellis Stones and Eric Hammond, had a 
considerable effect on the next generation. In the 1980s and 1990s she was to become almost a 
cult figure for many Australian gardeners” (Watts, 2001). 
Dandenong Ranges historian Volkhard Wehner notes that “Walling's popularity has not always 
been of this magnitude. Between the end of World War II and the decade of her death (she died 
in 1973), this great garden designer, artist and writer was virtually forgotten. It was largely due to the 
efforts (and books) of garden historian Peter Watts that Walling, her books, and her ideas 
experienced a 'renaissance' which ultimately led to the growth of interest in Walling's work” 
(Wehner, 2006, p3). 
Wehner lists the following 22 gardens/ properties in the Dandenong Ranges designed or strongly 
influenced by Walling, listing them on a map and discussing them in geographic order:  
Ferny Creek: Arden Wood; Churinga. 
Kallista: Terry Hie-Hie; Lazy Acres; Rainbow End; Mernda Farm; Culraven. 
Kalorama: Mount Placid; Ridgelands; Ridge House. 
Olinda: Folly Farm; Leddicott; Gwithian. 
Sassafras: Glenmalure; Mimosa. 
Sherbrooke: Mawarra; Llanberris; Lupton; Linden Lea. 
Tremont: Ballieu. 
Upper Ferntree Gully: Oak Hill. 
Upwey: Nalparingan (Wehner, 2006, p2). 
 

 
Edna Walling, n.d. c1945. “The Author’s Cottage,” 
photo of Walling’s rebuilt home, Sonning II, at 
Bickleigh Vale, Mooroolbark, by Walling from her 
publication, Cottage and Garden in Australia, 1947. 

 

 
Barbara Wehner, c.2006. “”From her home in Bickleigh Vale in 
Mooroolbark Edna Walling would have had a view of the 
Dandenongs similar to the above,” drawing published in Volkhard 
Wehner’s In search of Edna Walling’s Friends in the Dandenongs, 
2006, p9. 
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Mawarra, c1930s. View from terrace to side garden. 
(Source: Vale, 2015 courtesy John Champion) 

 
VHR, 2017. Mawarra, c2011 View from the garden of house 
designed by Harold Desbrowe-Annear, as illustrated in the 
Victorian Heritage Register entry 2017. 

 

 
VHR, 2017. Mawarra, c2011 lower terrace birch walk, 
illustrated in the Victorian Heritage Register entry. 

  
Edna Walling, c19030s-1950s. Mushroom sculpture, 
carved stone. Collection of the Yarra Ranges Regional 
Museum. 
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Williams, Fred (1927-1982), painter and print-maker 

Connection with Dandenong Ranges: 
Williams was an outstanding modernist painter of the Australian landscape. From 1963 to 1969 he 
lived in a cottage at 12 St Kilda Street Upwey, where he executed some of his best known 
paintings, known as the “Upwey” series. With his studio situated at the base of a valley, the setting 
became the inspiration for the high horizon line seen in many of his paintings. He also visited the 
Dandenong Ranges and region at other times in his life, and painting series of works based on 
Sherbrooke and Lysterfield. “Williams was one of Australia’s most important artists, and one of the 
twentieth century’s major painters of the landscape” (Tate, 2017).  
 

 
 

 
Fred Williams, 1964-65. “Upwey Landscape,” 
oil paint on board, 152 x 129 cm. Collection 
of the Tate Museum 
 
“Upwey Landscape” is a large oil painting 
where the muted colours merge together to 
form a stretch of land with delicate plant-
like forms dotted throughout. Although the 
title indicates it is a landscape, the style is 
largely abstract with patches of colour that 
emphasise the surface of the painting rather 
than the depth of the scene. This painting, 
produced in William’s studio in Upwey is one 
of a number of works with the same title that 
he made between 1963 and 1968. Williams’s 
house and studio were located together in 
a low valley and the hill behind his home is 
the subject of this work. He is also known to 
have turned his Upwey landscape paintings 
upside down while he made them in order 
avoid depicting the scene too literally, and 
to give himself a clearer view of the 
painting’s formal elements as he worked. As 
with much of his work from this time, Williams 
offers a view of a real, named geographical 
location that is nonetheless presented in an 
abstract way through the geometric pattern 
of lines and blobs of paint, the thick band of 
pale sky and the way in which the land tilts 
towards the viewer (Tate, 2017).  

Biography: 
Frederick Ronald Williams, OBE, was born in 1927 in Richmond an inner suburb of Melbourne, the 
son of an electrical engineer. At an early age Fred decided that he would be an artist but at 14 
he was apprenticed to a firm of shop-fitters. In 1943 he enrolled in evening drawing classes at the 
National Gallery of Victoria Art School where he attended full-time from 1945. Here he absorbed 
the teachings of the tonal realist artist (Sir) William Dargie (Mollison, 2012), (himself later another 
resident of the Dandenong Ranges). Later Williams had private lessons from George Bell, a 
“conservative modern” artist (Wikipedia, 2017). Williams travelled to England where he studied at 
the Chelsea College of Art in London 1951-1956, and worked part-time framing pictures. The 53 
etchings he made of London music-hall subjects at this time are considered “a highlight of 
Australian printmaking” (Mollison, 2012). 
After mainly working with figures in these early paintings and etchings, Williams began painting 
landscapes when he returned to Australia in 1956. “When I arrived in Fremantle, I was struck by 
how odd the Australian landscape was . . . It always worried me that there was no focal point in 
it, so I simply thought, well I'll paint it and I’ll leave the focal point out” (AGNSW, 2017).  Williams 
was becoming an artist interested in abstraction as well as the figurative representation of the 
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landscape, and this approach was at odds with close associates such as John Brack, Arthur 
Boyd and Charles Blackman, authors of the “Antipodean Manifesto” of 1959 which denounced 
the new abstract art emerging from America and Europe (Wikipedia, 2017). Abstract art 
influences were increasingly informing Williams' development and he was stung when his work 
was excluded from his friends’ 1959 “Antipodean” exhibition at the Victorian Artists’ Society, 
Williams met his wife-to-be, Lyn Watson, in January 1960 while painting at Sherbrooke in the 
Dandenong Ranges. They were married in 1961 and had three daughters. From 1963 to 1969 the 
couple lived in a small house on a one-hectare property in Upwey in the western foothills of the 
Dandenong Ranges, “a location that would have a decisive impact on his work” (Wikipedia, 
2017). With his studio situated at the base of a valley, the setting became the inspiration for the 
high horizon line seen in many of his paintings from this time onwards (NGV, 2017). Williams 
“Upwey” landscapes are probably his best known series of paintings, although Williams was a 
keen traveller and a prolific artist and he completed many groups of landscape paintings about 
many other regions in Australia including the You Yangs near Geelong, his series on beaches, 
and the Pilbara in Western Australia.  
In 1962 Williams was taken on by art dealer Rudy Komon in Sydney. This was the start of the stellar 
rise in his reputation as he won prizes and made significant sales to the public galleries 
throughout Australia. In 1963 Williams won the Helena Rubenstein Travelling Art Scholarship. 
Williams later twice won the Wynne Prize for landscape painting: in 1966 with “Upwey 
Landscape” and in 1976 with “Mt. Kosciusko.” In 1977 he exhibited gouache paintings at the 
Museum of Modern Art, New York (Mollison, 2012). He also had work included in the “Recent 
Australian Painting” exhibition at the Whitechapel Gallery in London, and “Australian Painting: 
Colonial, Impressionism, Modern” at the Tate Gallery (Wikipedia, 2017). He 1970 he did an oral 
history interview with Hazel de Berg for the National Library of Australia. In 1976 he was named an 
Officer of the Order of the British Empire (OBE), and in 1980 he was awarded an honorary 
Doctorate by Monash University. A retrospective exhibition, “Fred Williams: An Australian Vision,” 
at the British Museum in 2004, cemented his reputation as an artist of world interest (Mollison, 
2012). Predictably, his paintings have become valuable over time. “Upwey Landscape” (1965) 
sold for $1,987,700 in an auction by Christie's in Australia in 2006, at the time the second highest 
price for any work sold at an Australian auction.  
In 1969 the Williams family moved permanently from Upwey to the inner city suburb of Hawthorn. 
In November 1981, Williams was diagnosed with inoperable lung cancer and he died in 1982, 
aged 55 (Wikipedia, 2017). 
“Williams was one of Australia’s most important artists, and one of the twentieth century’s major 
painters of the landscape” (Tate, 2017). “He has become recognised as one of the great 
colourists in Australian art, the integrity of his combinations unalterable as much as they are 
surprising” (Mollison, 2012). Fellow artist and friend John Brack said at his funeral: “Fred brought us 
a new vision of Australia’s landscape . . .  He changed the way we see our country . . .” 
(Wikipedia, 2017). 
 

 

 
2016 real estate photo of the 
house in Upwey where Fred 
Williams’ home lived during the 
1960s: “Allawah,” at 12 St Kilda 
Street Upwey.  
 
This photo accompanied news 
of its sale in 2016 which 
described it as a “1924 three-
bedroom home [which] sits on 
4382 square metres at the base 
of the Dandenong Ranges.” 
(Chancellor, 2016) 
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Fred Williams, 1946. “Lilydale Landscape,” oil on canvas, 61 x 101 
cm. Collection of the National Gallery of Victoria no A6-1984, 
 

 
Fred Williams, 1955. “Violinist from Album Volume 
1,” etching aquatint, 11 x 13 cm. Collection of the 
Art Gallery of NSW no. 357.2005.49 
 

 
Fred Williams, 1964. “Trees on Hillside,” oil and tempura on 
board, 91 x 122 cm. Collection of the AG NSW no. OA6.1965. 
 

 
Fred Williams, 1965. “Upwey Valley,” oil on canvas, 124 x 
152 cm. Collection of the Art Gallery of NSW no. 26.2011. 
 

 
(Above) Fred Williams, 1961. “Sherbrooke Forest,” oil and 
tempura on board, 142 x 122 cm. Collection of the Art 
Gallery of NSW. 

 
(Right) Fred Williams, 1974. “Lysterfield,” gouache, 76 x 57 
cm. National Gallery of Victoria no. AC32-1980. 
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Fred Williams, 1969. “One Tree Hill,” oil on canvas, 102 x 112 cm. Private collection. (Source: Australian Art Auction Records) 
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Woorilla (77 Hilton Road, Ferny Creek), creative household 

Connection with creative people in the Dandenong Ranges: 
Woorilla is a c.1920s house which became the meeting place of the Woorilla writers’ group, 
convened by Maria Millers at her home during the 1980s. The annual Woorilla Poetry Prize is the 
literary progeny of the Woorilla literary journal, both also associated with this property. 
 

 
Photo of Woorilla Cottages property for sale c.2015 at 77 Hilton Road Ferny Creek. (Source: Domain at: 
https://www.propertyvalue.com.au/property/77-hilton-road-sassafras-vic-3787/10978435) 
 

Stories of the house and its occupants: 
The Woorilla Poetry Prize has established itself as a respected national poetry prize, and prize 
winners over the years featured the work of many academics and published authors. It has 
offered a proving ground for many now renowned writers who started their writing careers in 
the Dandenong Ranges (Haynes, 2017). 
 

 

 
Photo of the cover of the Woorilla journal, Vol.6 No.1, featuring a lyrebird 
and ferns. 
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Young, William Blamire (1862-1935), artist and playwright 

Connection with Dandenong Ranges: 
William Blamire Young designed the first Australian stamp in 1911, which was in circulation for over 
20 years. One of Australia’s leading watercolour painters, he lived at 66 Edinburgh Road Montrose 
in the Dandenong Ranges from 1923 until his death in 1935. During this time, he painted numerous 
landscape images of the locality. He is buried at Lilydale Cemetery. 
 

 
William Blamire Young, c.1920s. “Olinda Vale,” watercolour, 35 x 51cm. Private collection. (Source: Artnet) 
 
This small watercolour painting depicts a landscape that has been domesticated (partially cleared, fences and buildings 
constructed) but remains part of nature (trees, hills, fog, light and shadow). The view is blurred and atmospheric, cool and 
peaceful. “Olinda Vale” was an old name for the early Mt Evelyn settlement between Swansea Rd and Olinda Creek. 
Blamire Young’s property was in this locality, positioned up a hill, and it is possible that this painting is an affectionate portrait 
of his own home in the hills. 
 

Biography: 
William Blamire Young was born in 1862 in Yorkshire, England, son of a prosperous soldier-land 
agent. He studied classics at high school and mathematics at Cambridge University, where he 
joined the Cambridge Fine Art Society. Feeling no vocation for his intended career as a clergyman, 
he instead took a position teaching maths at Katoomba College in the Blue Mountains outside 
Sydney in NSW, where he taught for eight years. In his spare time, he took lessons in oil painting 
(Fink, 1990; Wikipedia, 2017). 
Young returned to England 1893 where he attended Herkomer’s art school in Hertfordshire, 
became involved with the innovative “Beggarstaffs” poster makers, and married Mabel Sawyer, an 
accomplished wood carver. On their return to Melbourne in 1895 Young worked as an art 
advertising manager servicing popular publications such as The Bulletin, and collaborated with 
Norman and Lionel Lindsay and Harry Weston making posters. He also painted a series of large 
watercolour history paintings representing the early days of Melbourne. In 1909 he held a successful 
exhibition of small paintings in Melbourne, followed by more exhibitions in Adelaide, Sydney and 
Melbourne and the sale of his work to several state art galleries (Fink, 1990; DAAO, 2017). 
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Young returned to England in 1912 and in 1915 joined the British army as a weapons instructor, also 
exhibiting with British art societies such as the Royal Academy of Arts and the Royal Society of British 
Artists (Fink, 1990).  
Young returned to Australia in 1923 where he lived briefly at Mooroolbark before settling on a 34 
hectare property owned by his wife, possibly at 66 Edinburgh Road Montrose (the house appears to 
be still extant in 2017, Phillips, 2017). A special issue of Art in Australia in 1921 was devoted to his 
work, describing him as '6' 3" high, aesthetic, virile, uniting the Cambridge manner with the 
Bohemian Spirit (and with) a picturesque and paradoxical personality (DAAO, 2017, LDHS, 1995, 
p12) 
In 1911 Young won a competition to design Australia’s first stamp. His design became the basis for 
the “Kangaroo and Map” stamps in use 1913-1935. In 1976 he was honoured with a postage stamp 
issued in honour of this early iconic design. Young was also “a voluminous writer and an astute 
critic: he had contributed to the Argus in 1904-12 and sent articles and drawings to journals such as 
the Lone Hand . . . [and was] art critic for the Melbourne Herald in 1929-34, [where] he wrote over 
400 articles” (Fink, 1990). He also wrote plays which were performed in Melbourne during his lifetime 
including The Children's Bread, Art for Arts Sake and The Proverbs of Goya. 
According to his biographer, Young “cannot be identified with either the modernist developments 
or the conservative academic establishment of the 1920s and 1930s in Melbourne: responsive to a 
range of art, he campaigned for what he considered 'modern art', but remained friendly with 
conservatives . . . [He] attempted to communicate his reaction to the Australian landscape in an 
imaginative way, for he believed the gulf between the European artist and his Australian subject to 
be so great that to depict the landscape realistically was an empty exercise” (Fink, 1990). 
 

 
 

 
Left. Family photograph 
c.1920s, possibly of 
Young’s two daughters on 
the driveway in front of 
their home at Montrose. 
(Source: Paul Herlihy of Mt 
Evelyn History Grop, 
courtesy BJ and JB Hall) 
 
 
Right: An example of 
Mable Young’s highly 
skilled wood carving. 
(Source: Paul Herlihy of Mt 
Evelyn History Group, 
courtesy BJ and JB Hall) 

 
   

  
William Blamire Young, c.1920s. “Rain clouds, a dream of 
Flanders” watercolour. Collection of the Yarra Ranges 
Regional Museum. This painting was donated by Young’s 
daughter Lalage Blamire Hall to Mooroolbark Primary School, 
which in turn donated it to the Yarra Ranges Regional 
Museum upon its closure in 2004. 

 
William Blamire Young, c.1920s. “Landscape, Mount 
Dandenong from Mooroolbark” watercolour, 20 x 26cm. 
(Source: Art Sales Digest) 
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Australia Post stamps c.1913-1935. These are based on the design of William Blamire 
Young, c.1911. Collection of Pauline Herlihy (Herlihy, 2016). 
 

 
Australia Post stamp design in 
honour of William Blamire Young, 
1976 Collection of Pauline Herlihy 
(Herlihy, 2016). 

  
William Blamire Young, 1930. “The crater,” watercolour 
over pencil, 48 x 65 cm. Collection of the National Gallery 
of Victoria. 
 

 
William Blamire Young, date. “Montsalvat, Building the 
Pyramid,” materials, dimensions cm. Private collection. 
(Source: Australian Art Sales courtesy E.J. Ainger PtyLtd ) 
 

 
William Blamire Young, 1901. “Buckley acting as Interpreter Indented Head,” watercolour, 58 x 180 cm. Collection Geelong 
Gallery. 
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