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Abstract 

 
Outside In is an exhibition of original lithograph prints arising out of a studio-based research 

project into how print can capture the nuances of contemporary human/garden relationships 

in the local environment of Brisbane. The lithographs depict various representations of local 

gardens; gardens created in a range of ways; and human interactions with these. The works 

displayed result from a process of critical reflection and creative response in action that finds 

possibilities in printmaking to highlight ways of seeing gardens in prints. This critical 

exegesis that accompanies the exhibition draws from the work of theorists George Seddon 

and Val Plumwood, garden designer William Robinson, author Penelope Lively and 

philosopher Damon Young. The exegesis also provides discussion of works by four print 

artists who explore garden themes in their work, namely Virgil Marti, William Morris, Maija 

Isola, and Édouard Vuillard. Within this framework, the research outcome is in the form of an 

exhibition of original prints that engage ideas about humans’ relationships with gardens.  
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Introduction 

Charles Pratt’s photograph Woman with Flowering Tree (1963) made an indelible impression 

on me when I first saw a copy of it in a photography theory book as an undergraduate 

student. Pratt’s photograph captures a private moment: a woman strains out of her upper-

storey apartment window to gain a better view of a single, flowering tree blooming in its 

asphalt and brick surroundings. I see a connection between the photograph’s subject and my 

own views and art practice. Pratt’s photograph caused me to question the relationships 

between humans and nature. Since that time, my visual arts practice in drawing and 

printmaking has reflected an interest in gardens and homes. 

Gardens are connection points between humans and nature. Humans respond in experiential, 

sensory, emotional, intellectual, and imaginative ways to gardens; however, responses are not 

quantifiable or measurable, indicating that there is something more profound underlying 

human/garden relationships. The garden is a manifestation of one world in which humans, 

flora, and fauna exist companionably. The domestic garden is a deliberate establishment of a 

place by humans where humans and nature connect. We bring gardens into our living spaces 

through garden imagery and indoor plants, as well as surrounding these spaces with external 

gardens, so that built and natural combined become our extended living spaces. Our living 

spaces have portals such as windows, doors, verandas, and balconies that provide a 

confluence between interiors and exteriors: everything is interconnected. 

In my work, I consider the relationships between humans and gardens. Although mediated 

nature, gardens still do provide nature for us in our cities, suburbs and daily lives. 

Human/garden relationships are particularly relevant in Australia, where two-thirds of the 

population live in the capital cities. Gardens and garden imagery pervade personal living 

spaces.  

My printmaking practice, particularly lithography, has some similarity to gardening in that it 

can be unpredictable. I may take care while preparing the lithographic plate and applying the 

various chemical treatments, yet I lack absolute control of all the elements affecting the 

outcome. The effects of water, air, light and time lend uncertainty as to the exact outcome 

until the paper is lifted from the plate after the printing and the process is complete. It is in 

this uncertainty that lithography parallels the gardening process. 
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The key terms, ‘print’, ‘domestic spaces’, and ‘garden’ are defined in the context of my 

research in order to provide parameters for the consideration of the research question. Print in 

the expanded field refers to traditional print processes but also includes other media such as 

sculpture, performance, video, installation, photography, and digital technology that might be 

combined with traditional print, as traditionally defined. A print is “considered anything that 

has three components; a matrix, a transfer medium, and a receiving surface”.1 Domestic 

spaces are the private spaces of the house or home, that is, dwelling spaces. A garden is a 

piece of ground, or other space such as a balcony or window box, associated with a dwelling, 

commonly populated with ornamental or productive plants, trees, and flowers that is shaped 

by human (and other) actions. Garden imagery also refers to botanical components of gardens 

such as flowers. 

Penelope Lively, in her recent non-fiction book, Life in the Garden, engages in thoughtful 

consideration of the pervasiveness and prominence of the garden. She first considers the 

Garden of Eden image, invariably painted, she says, and teeming with wildlife but without 

identifiable flowers or trees—a backdrop to a story about other matters, yet, in both religious 

and secular cultural domains, a story of garden at once familiar. In considering John Milton’s 

poem, Paradise Lost, Lively observes how Milton describes this same Edenic garden as an 

“extensive place; there are groves, lawns, level downs, grots and caves, a lake, a fountain”.2 

“The place evoked does indeed sound paradisiacal”, Lively says.3 Etymologically, the word 

‘garden’ comes from an ancient Indo-European word meaning enclosure as do the words 

‘yard’ and ‘orchard’.4 ‘Paradise’ is old Middle Eastern in origin meaning an enclosure, or 

more particularly a walled estate including a garden.5 Lively suggests that these two 

derivations of garden seem closely related and have “mutated over time to a dual concept of 

paradise as a possible afterword . . . and as an especially delectable earthly place”.6 To 

Lively, “the concept of the garden carries overtones of paradisiacal potential . . . it is 

instructive to bear in mind the age-old implications of the terminology, of garden ancestry”.7 

In a foreword to Gardens of History and Imagination, librarian Richard Neville writes that 

1 Roca, “The Graphic Unconscious,” 22–29. 
2 Penelope Lively, Life in the Garden (UK: Penguin Random House, 2017), 25. 
3 Lively, Life in the Garden, 26. 
4 Lively, Life in the Garden, 27. 
5 Lively, Life in the Garden, 27- 28.  
6 Lively, Life in the Garden, 28.  
7 Lively, Life in the Garden, 28.  
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“Gardens are so ubiquitous, and so embedded in our comprehension of the landscape we 

inhabit, that we are blind to their artifice.”8 Neville’s succinct summation of our relationship 

with gardens expresses the idea that we might, to use another botanical analogy, be unable to 

see the forest for the trees because gardens and imagery of them have crowded our view of 

why gardens carry meaning for us. As such, my research probes this question: 

How can print reflect human/garden relationships in domestic spaces and inform 

understandings about these relationships? 

Working with José Roca’s concept of the ‘graphic unconscious’—that which can be sensed 

while not consciously seen—in my practice, my artwork consists of prints that affect the 

viewer’s perception and understanding of human/garden relationships at deep levels. 

This exegesis is arranged into three chapters. Chapter 1 investigates and frames the 

theoretical context of this enquiry. I locate my research topic within my personal history and 

José Roca’s concept of the graphic unconscious, thereby outlining the methodology that 

underpins my approach to the theoretical and studio research undertaken during this study. I 

link the research question to printmakers from various times and places who explored 

human/garden relationships through their work, namely; the early sixteenth century German 

Albrecht Altdorfer, the eighteenth century Chinese artist Ding Liangxian, the leader of the 

late nineteenth century English Arts and Crafts Movement William Morris, and nineteenth 

century Australian artists Fanny de Mole and Fanny Charsley. 

Chapter 2 centres on human/garden relationships as explored in the work of theorists and 

artists active in garden discourse. The theorists are historian Bill Gammage, environmental 

scientist George Seddon, landscape architects Randolph T. Hester and Mark Francis, political 

scientist Michael Crozier, philosophers Val Plumwood, David E. Cooper and Damon Young, 

research scientist R. W. Braithwaite, garden designers and authors William Robinson and 

Elizabeth Barlow Rogers, social scientist Mark Bhatti, as well as author Penelope Lively. The 

concern of all of these is to bring forth understandings about how gardens and humans 

interrelate in shared domestic living spaces. Concepts put forward by these theorists are to do 

with the types and place of gardens in contemporary culture. Further, they offer criticisms 

 
8 Richard Neville, “Forewords,” in Gardens of History and Imagination: Growing New South Wales, ed. 

Gretchen Poiner and Sybil Jack (Sydney: Sydney University Press, 2016), xx–xxi. 
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and suggestions about ways of seeing gardens that could promote new appreciation of 

humans’ connections with nature. Following this is a discussion of some work by four artists 

who work with gardens. The artists are contemporary printmaker, Virgil Marti (United States 

of America), late nineteenth century lithographer, Édouard Vuillard (France), Arts and Crafts 

Movement leader, William Morris (England), and Marimekko designer, Maija Isola 

(Finland). 

Chapter 3 begins with a discussion of the methodology adopted for this research study, 

namely practice-based methodology. Understandings of this methodology as expounded 

separately by Lyle Skeins and Graeme Sullivan are given. My practice is then described in 

that the approach to my studio practice and details of what is involved in the lithography 

process are explained. The discussion then turns to how to evoke the graphic unconscious in 

prints of human/garden relationships as each exhibition print is described and examined. The 

prints not included in the graduating exhibition are also considered and reasons for their 

omission and the inclusion of the others are given. Finally, the exhibition is described as it 

would be seen in the gallery setting. Reasons for installation decisions and planned effects are 

explained. Chapter 3 is followed by a conclusion that confirms how the print works made 

during this study—through the role of the graphic unconscious—show that gardens are 

created not only in places or with objects but also exist as ideas, feelings and concepts; and 

they engender experiences and feelings the in the humans who engage with them.
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Chapter 1 

Gardens in Print 

In contemporary visual culture, print in the expanded field plays a key role in the production 

and dissemination of images. One subject mediated in this way is the garden. Imagery of 

gardens in our living spaces is not a recent development; however, it has never been as 

ubiquitous as it is now. In tombs in ancient Egypt, miniature garden models have been 

found;9 excavations from ancient Greece and Rome show images of flowers and plants 

adorning interior walls of houses;10 and Islamic art depicts the paradisiacal garden in the 

desert where nature and Paradise bind the soul and the divine.11  

This study, however, is about the evocation of the garden in print. There are numerous 

examples of garden imagery in print stretching across time and place. Artistic print 

representations of natural subjects feature in paintings and prints by Albrecht Altdorfer and 

others of the Danube School in the early sixteenth century. Pomegranate and Magnolia With 

Bird by Chinese artist, Ding Liangxian, is just one example from the eighteenth century of an 

exquisite woodblock print with embossing.12 In the latter decades of the nineteenth century, 

Impressionist painters celebrated natural forms, gardens, colour, flowers, and people amidst 

these. Noted designer and writer William Morris personified the Arts and Crafts Movement 

that also arose at the end of the nineteenth century. This Movement celebrated the garden and 

garden motifs in print with renewed energy, form, and colour. Morris and fellow practitioners 

produced floral and botanical designs that were printed on wallpapers and fabrics. Pressed 

metal ceilings featuring elaborate floral designs were in favour, in keeping with the Victorian 

interest in plant collecting and house plants. 

In Australia, European settlers arriving in the late 1700s soon established gardens in their 

settlements, yet even at this early juncture, paintings of gardens in Sydney town were altered 

9 Lucia Impelluso, Gardens in Art (Los Angeles: Getty Publications, 2007), 10. 
10 Impelluso, Gardens in Art, 11, 13.  
11 Impelluso, Gardens in Art, 18. 
12 “Chinese Woodblock Prints: Gardens, Art and Commerce in Chinese Woodblock Prints”, The Huntington, 

accessed September 14, 2018, https://www.huntington.org/chinese-woodblock-prints 



6 

by engravers back in England where the paintings were sent to be printed. It was thought that 

the garden images needed enhancement to appeal to or appease the inquiring and doubtful 

English eye looking at images of Antipodean gardens.13 During the Victorian era in Australia, 

female artists such as Fanny de Mole and Fanny Charsley produced botanical drawings and 

paintings of wildflowers endemic to the locales where they lived. Some of the works by de 

Mole14 and Charsley15 were sent to London to be reproduced as lithographic prints for 

inclusion in books. This ongoing fascination with botanical subjects from pre-historical times 

to the present day elucidates how important nature is to humans and highlights the 

interrelationships between people, their dwellings, and their gardens. 

Figure p. J. R. Dicksee after Edward Hopley, A Primrose from England, pqrs. Lithograph. Rex Nan 
Kivell Collection. 

13 Judith Baskin and Trisha Dixon, Australia's Timeless Gardens, illus. ed., ed. Robyn Carter (Canberra ACT: 
National Library of Australia, 1996), 12.  

14 “Charsley, Fanny Ann (1828-1915)”, Council of Heads of Australasian Herbaria, accessed May 18, 2017,        
http://www.anbg.gov.au/biography/charsley-fanny.html 
15 “de-Mole, Fanny Elizabeth (1835-1866)”, Council of Heads of Australasian Herbaria, accessed May 18, 2017, 

http://www.anbg.gov.au/biography/mole-fanny.html. 
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A Primrose from England (Figure 1) is the title of a painting by Edward Hopley, first 

exhibited in 1855 at London’s Royal Academy, that became so popular that J. R. Dicksee 

made a lithograph of it.16 An engraving derived from Hopley's painting and Dicksee’s 

lithograph was published in the Illustrated London News on 16th October, 1858 along with 

the following story: 

Two or three years ago it was reported in a newspaper of Melbourne, Australia, 
that an English primrose had been imported in a wardian-case and would be 
brought on shore from a ship in the harbour, to be exhibited in the city. The 
announcement excited a great sensation . . . and the pressure of the crowd was so 
great that it was found necessary to call out the police to preserve order.17 

The humble primrose invoked feelings of home, identity and nostalgia at odds with the lives 

of those who flocked to see it. What is of particular note in this story, in terms of its relevance 

to this research project, is that, via prints, the account of the excitement over the flower was 

distributed to many more viewers. This story suggests how garden images in print can stir 

unconscious ideas and questions about place and feelings about relating to or belonging in 

that place. The power of prints to both reflect and influence relationships between humans 

and gardens fascinates me and informs my desire to research and make prints on this subject. 

Roca’s ‘Graphic Unconscious’ in Print 

This research project investigates the making of works of art that can evoke viewer awareness 

and expose relationships that might be unseen but in plain sight. It is informed by José Roca’s 

concept of the graphic unconscious. This critical theory—arising within the discourse of 

contemporary print— was first put forward by Roca in Philagrafika 2010: The Graphic 

Unconscious triennial print exhibition in Philadelphia in 2010, where he was the artistic 

director and curator. This exhibition was the lens through which the graphic unconscious 

could become visible to the exhibition’s attendant viewers. Drawing on practitioners from 

eighteen countries, it showcased print through the work of thirty-five artists including Óscar 

Muñoz, Kiki Smith, Christiane Baumgartner, and Virgil Marti, and it ran across five venues 

 
16 “1856 – A primrose from England”, Portrait Detective, accessed May 23, 2019, 

https://www.portraitdetective.com.au/1856-a-primrose-from-england/  
17 “The Gentle Stranger—A Primrose from England Downunder,” National Library of Australia Magazine, 

(March 2017), accessed June 21, 2019, https://www.nla.gov.au/unbound/the-gentle-stranger-a-primrose-
from-england-downunder 
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in Philadelphia from 29th January to 11th April, 2010. The exhibition highlighted the 

ubiquitous presence and power of printed matter in contemporary visual culture. It exposed 

print’s relevance to contemporary art and society through its role as a component in 

“sculptural, environmental, performance, pictorial, and video works”.18 The term ‘graphic 

unconscious’ was adopted as a conceptual framework that “aimed to bring together work 

hailing from across the globe and produced in a variety of media”.19 The exhibition 

demonstrated prints in multidisciplinary practice and provided a platform for the critical 

discourse of print through the ways the participating artists exposed print’s characteristics and 

its roles in contemporary art. Roca emphatically asserted that printmakers should aim to 

produce “content through technique.”20 

Inside the Graphic Unconscious 

The concept of the graphic unconscious suggests that visual culture is pervasive and results in 

the mediation of subjects on an extensive scale, which demands rigorous interrogation. In his 

exhibition essay, Roca states that the term, graphic unconscious, refers to the “unconscious 

invocation of print … in contemporary art”.21 Roca discusses the analogy put forward by 

Walter Benjamin in A Small History of Photography in which Benjamin proposes that “it is 

through photography that we first discover the existence of this optical unconscious, just as 

we discover the instinctual unconscious through psychoanalysis”.22 Roca questions if there is 

a print unconscious and where it might lie. 

Roca states that the exhibition aimed to show the pervasiveness of print in contemporary art 

and, more broadly, to show how: 

these practices inscribe themselves in culture and society writ large . . . [so that 
when] we speak of the manifestation of an unconscious drive, we are not only 
referring to the artist as an individual, but rather to what could be termed ‘a society 

 
18 “Philagrafika 2010: The Graphic Unconscious List of artists,” Universes in Universes, accessed June 13, 

2019, https://universes.art/en/philagrafika/2010/gu-artists. 
19 Roca, “The Graphic Unconscious,” 22. 
20 Roca, “The Graphic Unconscious,” 24.  
21 Roca, “The Graphic Unconscious”, 23.  
22 Benjamin quoted in Roca, “The Graphic Unconscious”, 23.  
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of reproduction,’ where culture is experienced mainly, at times even solely, 
through its virtual or actual surrogates.23 

Dr Avi Alpert says that the graphic unconscious is revealed “in what the social matrix itself 

obscures in the very move to print culture”.24 Alpert suggests that there are “functional 

repressions” and “slippages” in society at large and that the graphic unconscious allows for 

subjects to be considered that might otherwise remain repressed or beneath the surface.25 

Alpert gives the example of Sue Coe’s print Helping Hands (Figure 2), where Coe 

appropriates the hands featured dominantly in the imagery of many aid campaigns after the 

2010 earthquake in Haiti.26 

  

Figure z. Sue Coe, Helping Hands (Haiti), z{p{. Woodcut on 
cream kitikata paper. ||.r x }s.q cm. From an edition 
of zr. 

 
23 Roca, “The Graphic Unconscious”, 25.  
24Avi Alpert, “Untitled (Notes on the Graphic Unconscious),” Machete 1, no. 5 (February 2010): 2, 

http://www.marginalutility.org/wp-content/uploads/2010/02/Machete-February-2010.pdf. 
25 Alpert, “Untitled,” 2. 
26 Alpert, “Untitled,” 2. 
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These campaigns feature slogans like “Healing Hands”, “Helping Hands”, and “Hands 

Together”; however, Coe’s use of the multiple hands stretching towards the crouching 

victims in her print gives rise to questions for the viewer rather than answers or solutions. 

Alpert observes that it is “never clear what the actual (unconscious) intentions of those hands 

are”.27 Coe erases the underlying intentions of the aid campaign ads and raises questions 

about where the aid is coming from and how the past history of exploitation of Haitians by 

those now offering aid is obscured. For Alpert, Coe’s print demonstrates how the graphic 

unconscious is evoked through her manipulation of hands and figures in the image. In my 

research project, I focus on how print can expose the underlying drives of human/garden 

relationships in ways that might otherwise be missed. 

As my final exhibition will examine the nature of contemporary human/garden relationships 

through the lens of Roca’s graphic unconscious, a description of Roca’s employment of this 

device is necessary.  

Roca’s use of the exhibition, The Graphic Unconscious, is not as a psychoanalytical tool but 

as a lens. His description of the exhibition draws on properties of prints “including seriality, 

multiplicity, and dissemination”,28 and makes clear his intention to reveal the hidden 

“pervasiveness of printed matter in (all) contemporary art”.29 The exhibition embraced two 

dimensional, three dimensional, digital, books, performance and installation works of art. I 

intend my portrayal of the ubiquitous presence of prints of gardens in contemporary society 

to function as Roca’s exhibition functioned, that is, in this instance, to expose the influence of 

prints in shaping gardens.   

 

 

 

 
27 Alpert, “Untitled,” 2. 
28 Roca, “The Graphic Unconscious”, 23. 
29 Roca, “The Graphic Unconscious”, 25. 
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Chapter 2 

The Garden and Us 

Human/garden relationships are first created through the making of gardens themselves. 

Early European settlers in Australia brought with them ideas of how gardens should be. The 

First Nations peoples, whose stories stretch back many tens of thousands of years in this land, 

did not have gardens as understood in terms of this research before European arrival. 

According to Bill Gammage, while Indigenous people expertly managed the land, cultivated 

crops, and used resources with great understanding and skill, their affinity for and oneness 

with the land in which they lived was not limited by fences or garden borders.30 Bruce 

Pascoe, Professor of Jumbunna Institute for Indigenous Education and Research, stresses that 

Aboriginal people were more than hunter-gatherers; they were farmers who engaged in 

“intensive management” of the land.31 Europeans saw land as serving a purpose—be that 

growing crops, grazing livestock, or gardening. Europeans further believed that people could 

own land and were able to buy, subdivide, and sell their land. The European mindset 

regarding land ownership, management, crop cultivation, and gardening prevailed and while 

there are positive aspects to this view of the garden, it did not acknowledge the First Nations 

peoples’ oneness with the land and their understanding and management of it. 

In The Garden as Idea, Place and Action, Francis and Hester propose: 

gardens have special meaning. They are powerful settings for human life, 
transcending time, place and culture. Gardens are mirrors of ourselves, reflections of 
sensual and personal experience . . . Gardens connect us to our collective and 
primeval pasts . . . They live on as records of our private beliefs and public values, 
good and bad.32 

 

30 Bill Gammage, “Gardens without fences? Landscape in Aboriginal Australia,” Australian Humanities Review 
36, (July 2005):1–7, http://australianhumanitiesreview.org/2005/07/01/gardens-without-fences-landscape-in-
aboriginal-australia/. 

31 Bruce Pascoe, “A Real History of Aboriginal Australians, the First Agriculturalists.” (presentation, 
TEDxSydney, Sydney, June 15, 2018)., https://tedxsydney.com/talk/a-real-history-of-aboriginal-australians-
the-first-agriculturalists-bruce-pascoe/. 

32 “The Garden as Idea, Place, and Action,” in The Meaning of Gardens, eds. Mark Francis and Randolph T. 
Hester Jr. (Cambridge, MA: MIT Press, 1991), 2. 
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Francis and Hester observe that “the power of the garden lies in its simultaneous existence as 

an idea, a place, and an action”.33 They suggest that the “meanings of the garden can only be 

understood today as a whole, as an ecology of interrelated and connected thoughts, spaces, 

activities and symbols”.34 

In “The Meaning of Gardens in an Age of Risk”, Bhatti interrogates Francis and Hester’s 

ideas claiming not only is “the garden significant because it is here that people have their 

most immediate and sustained contact with nature” but also that “gardening performs 

important psychological as well as social functions in people’s lives”.35 For Bhatti, the 

meanings of garden are “multifaceted and multidimensional”.36 Beyond these possible 

meanings relating to the garden, Bhatti talks of the relational, stressing “the garden as 

experience” in which a person in a garden space of some kind can, through the particular 

features of that space, having a “unique personal experience but one that can be shared”.37 

The Attraction of the Wild Garden 

Elizabeth Barlow Rogers suggests that “Garden theory is often presented as a polemical 

diatribe against previous practices or contrary philosophies”.38 She discusses William 

Robinson who vehemently opposed the formal Victorian landscaping style, being instead in 

favour of what he called the wild garden. Robinson did not mean that the wild garden was the 

same as the native-plant garden; rather he favoured naturalising the flora of other countries, 

stating “the wild garden can be seen as a kind of paradisiacal reunion of nature’s bounty, for 

from almost every established region the traveller may bring seeds or plants and establish 

near his home living souvenirs of the various countries he has visited”.39 In The Wild Garden, 

Robinson states that his object is to:  

show how we may have more of the varied beauty of hardy flowers than the most 
ardent admirer of the old style of garden ever dreams of, by naturalizing many 

 
33 “The Garden as Idea,” 8.  
34 “The Garden as Idea,” 2.  
35 Mark Bhatti, “The Meaning of Gardens,” in Ideal Homes?: Social Change and the Experience of the Home, 

eds. Tony Chapman and Jenny Hockey (New York: Routledge, 2002), 188. 
36 Bhatti, “The Meaning of Gardens,” 188. 
37 Bhatti, “The Meaning of Gardens,” 191. 
38 Elizabeth B. Rogers, “Warriors in the Garden,” in Writing the Garden: A Literary Conversation Across Two 

Centuries (Jaffrey, NH: David R. Godine, 2011), 23. 
39 Robinson quoted in Rogers, “Warriors in the Garden,” 26. 
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beautiful plants of many regions of the earth in our fields, woods and copses, outer 
parts of pleasure grounds, and in neglected places in almost every kind of garden.40 

Lively observes that Robinson was out to “defy the Victorian craze for carpet bedding and 

seasonal planting”.41 She notes that although Robinson’s gardens were “high maintenance”, 

they were also “the antithesis of the finicky particularity of Victorian gardening, in which 

everything was contrived and formalized”—he was “after the natural look”.42 Robinson 

stated, “the best garden should arise out of its site and its conditions as happily as a primrose 

out of a cool bank”.43 The human intervention in nature to create a place rich in natural, yet 

contrived, beauty reflects a paradisiacal desire; an Arcadian44 vision.  

The Commodification of the Garden 

Making gardens resemble other gardens in other places, whether because of ties to the past or 

a desire to follow a trend or style, is criticised by Val Plumwood in her essay “Decolonising 

Australian Gardens: Gardening and the Ethics of Place”. She is critical of what she calls 

“gardening ideals in Australia” being “strongly influenced by the twin forces of colonialism 

and commodification”.45 Plumwood criticises the “recent trend towards instant effect, 

containerised gardening” and the so-called commodified garden. She also condemns what she 

calls “colonial projects of domestication and Eurocentric ideals of beauty”46 that she believes 

represent the misunderstanding of this land by non-indigenous people. Her belief is that these 

practices should be re-thought so that gardens become filled with plants that suit the wider 

ecosystems in which they are placed. Plumwood suggests that an affinity with place and land 

can be achieved through an adaptive garden that “represents a negotiation or dialogical 

relationship with surrounding elements, both natural and of cultural heritage, including the 

 
40 W. Robinson and R. Darke, “Explanatory,” in The Wild Garden: Expanded Edition (Portland, PA: Timber 

Press, 2009), 102. 
41 Lively, Life in the Garden, 83-84. 
42 Lively, Life in the Garden, 84. 
43 Robinson quoted in Lively, Life in the Garden, 84. 
44 The use of the term Arcadia, in a literary sense, refers to the Greek mythological Arcadia, a perfect pastoral 
landscape that was home to “shepherds and individuals seeking to retreat from the pressures and complexities of 
urban life”. (Patricia A. Johnston and Sophia Papaioannou, “Idyllic Landscapes in Antiquity: The Golden Age, 
Arcadia and the Locus Amoenus,’ Acta Antiqua Academiae Scientiarum Hungaricae 53, (2013): 136,  
https://doi.org/10.1556/AAnt.53.2013.2-3.1.  
45 Val Plumwood, “Decolonising Australian Gardens: Gardening and the Ethics of Place,” Australian 

Humanities Review, no. 36 (2005), http://australianhumanitiesreview.org/2005/07/01/decolonising-
australian-gardens-gardening-and-the-ethics-of-place/. 

46 Plumwood, “Decolonising Australian gardens.” 
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past”.47 For Plumwood, “gardens and gardening can express a large range of relationships”, 

and her focus is on: 

the discrepancy between idealised gardening as an ecologically-aware and nature-
sensitising practice versus the actualities of the garden in contemporary urban-
industrial contexts. Ideally, gardening is a healthful pursuit that brings gardeners 
into contact and collaboration with nature and sensitises them to the earth, the 
rhythms of the seasons, growth processes and the life and death cycles of living 
things.48 

Plumwood puts forward the idea that we need an: 

ethics of place that requires justice as well as care . . . Care as intimacy with place 
(intimate knowledge), engagement with place, and maintenance of relationships 
with home place, active cherishing—all of these are great ideals for the garden. But 
it is crucial that we supplement them with an ethic of place justice”.49 

Richard Braithwaite proposes that “gardens are a product of their culture which is a product 

of both history and environment”.50 When talking of the passage of time since European 

arrival, he notes, an Australian garden “should, to at least a recognisable extent, represent 

local Australian ecosystems”.51 

How We Relate to Gardens 

George Seddon has held chairs in English, Geology, History, and Philosophy of Science and 

Environmental Science over five decades at different universities. He consequently has a 

broad appreciation of the garden as subject and advocates that Australians need to shape their 

own informed understanding of and relationship with this country and with gardens. For 

Seddon, how we relate to and involve ourselves in our gardens is key for how we develop as 

Australians who contribute to, instead of just taking from, the land that supports us.52 He does 

not refer to farmers and the land they use alone, but also to the gardeners and garden users, 

 
47 Plumwood, “Decolonising Australian gardens.” 
48 Plumwood, “Decolonising Australian gardens.” 
49 Plumwood, “Decolonising Australian gardens.” 
50 Richard W. Braithwaite, “Introduction,” in Gardening as Environmentalism: A Wet-Dry Tropical Perspective 

(Darwin, Northern Territory: State Library of the Northern Territory, 1990), accessed September 3, 2018, 
https://www.territorystories.nt.gov.au/jspui/bitstream/10070/153139/1/occpaper38.pdf. 

51 Braithwaite, Gardening as Environmentalism. 
52 George Seddon, The Old Country: Australian Landscapes, Plants and People, Paperback ed. (Cambridge: 

Cambridge University Press, 2005). 
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saying that we “live in old landscapes with limited water and soils of low fertility, yet with a 

rich flora that is adapted to those conditions, as we are not. There is much to learn from it, but 

we have been slow learners”.53 Seddon’s opinion of how we must learn to adapt to the land 

we live in digs beneath the surface to get at the attitudes and values we hold in relation to the 

garden and how we perceive our relationships with it. His work challenges what he considers 

the limited pervading views of gardens. For Seddon, gardening is “fed by knowledge, 

understanding, associations, stories and images, affections, and, finally incorporation of the 

environment into the self, until it becomes part of our sense of personal identity”.54 

In After the Garden?, Michael Crozier points out that in our “borderless global world in 

which utopian horizons no longer compute”, gardens are not “old hat” but instead “offer a 

good deal more than just a hyper-driven penny arcade experience”.55 Crozier states: 

by invoking the hermeneutical richness of the garden idea, yet also alerting us to 
the need for cultural self-reflection, this sense of garden as an interpretative 
experience entails both active and passive dimensions. Just as a garden affects the 
landscape, something happens to us when we engage with a garden.56   

Crozier suggests that “in the garden of one’s own making, persona emerges through the 

playing out of subject and object in place. Tending the garden is perhaps now no longer so 

much a place to get lost in but to get found in”.57 

For Young, the garden is intellectually stimulating because it is a fusion of “two fundamental 

philosophical principles: humanity and nature”.58 Gardens are “nature separated, bordered, 

transformed by humans”.59 The garden is nature transformed by humans and it demonstrates 

our “specific relationship with nature—what we make of it, physically and intellectually”.60 

In Young’s view, both nature and humanity are complex, changeable entities and not 

everything about them can be known or understood. The garden shows human 

 
53 Seddon, The Old Country, xv. 
54 Seddon, The Old Country, 118.  
55 Michael Crozier, “After the Garden?,” The South Atlantic Quarterly 98, no. 4 (1999), Proquest Ebrary. 
56 Crozier, “After the Garden?.” 
57 Michael Crozier, “Simultanagnosia, Sense of Place and the Garden Idea,” Thesis Eleven 74, no. 1 (2003), 

https://doi.org/10.1177/07255136030741006.  
58 Damon Young, Philosophy in the Garden (Melbourne: Melbourne University Publishing Limited, 2012), 6. 
59 Young, Philosophy in the Garden, 5.  
60 Young, Philosophy in the Garden, 6.  
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interdependence with nature. In A Philosophy of Gardens, David E. Cooper proposes that 

gardening and therefore the garden are about the relationship between humans and their 

world. Exemplary gardens embody not merely “co-dependence between human endeavour 

and the natural world” but a relation to the “deep ground of the world and ourselves”.61 

Lively, however, is of the opinion that “gardens themselves are eloquent in that they speak 

for their owners”.62 She states: 

Gardens and all that is within them are never just themselves: they are allusive, 
evocative, and that is why they can be such fertile material . . . real, earthy . . . but 
also wonderfully referential — they are potent, flexible, can become a metaphor.63 

Lively adds that the garden elides past, present, and future: the garden defies time.64 To her, 

“A garden is never just now; it suggests yesterday, and tomorrow”.65 Garden rhythms go far 

beyond rhythms of one human life (be those circadian rhythms or more broadly the cycle 

between birth and death); however, Lively claims that: 

any garden is itself only tenuously in existence, it depends entirely on whoever is 
in charge of it. If neglected or abandoned, it will melt away . . . leaving only a 
memory stain in the form of . . . the surviving bony structure of hard landscaping in 
a later age.66 

Lively’s view of the human/garden relationship resonates with me. Her appreciation of how 

humans and gardens connect informs my own ideas as I work in the studio. I have read 

several her novels as well as her non-fiction works. In her final comments in Life in the 

Garden she argues that gardens are “integral to the psyche”.67 The garden, she states, is the 

“ideal space where you would like to be . . . to be at one with things growing, flowering, with 

the cycle of the year, with the natural world (in so far as a garden can be said to be 

natural)”.68 

 
61 D. E. Cooper, “The Garden as Epiphany,” in A Philosophy of Gardens (Oxford: Clarendon Press, 2006), 145. 
62 Lively, Life in the Garden, 6. 
63 Lively, Life in the Garden, 14. 
64 Lively, Life in the Garden, 111. 
65 Lively, Life in the Garden, 111. 
66 Lively, Life in the Garden, 117. 
67 Lively, Life in the Garden, 183. 
68 Lively, Life in the Garden, 183. 
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Artists Working with Gardens 

Making an Impression 

As part of the exhibition Painting the Modern Garden: Monet to Matisse held at the Royal 

Academy in London in 2016, a Kanopy film production entitled Painting the Modern 

Garden: Monet to Matisse was screened. In the film, numerous critics share their opinions 

and make points about human/garden relationships. Footage of Monet’s garden features 

largely in the film, and an observation is made that the flowers there are so tall, they seem to 

be accompanying the visitors walking the paths.69 Monet, they remark, sculpted nature and 

painted each plant with respect and interest as an entity in itself rather than just an incidental 

or insignificant part of a painting. They observe that the restorative powers of both garden 

and wider nature and an emphasis on the quiet domestic idyll of the garden is a dominant 

feature of the work of many Impressionists. The natural world that is the garden—its 

atmosphere, place, chromatic and light effects—is what attracts the artists. Their sympathy 

with growing things and their sense of beauty are apparent in the works of Impressionists. 

While my practice is print rather than painting, the Impressionist attitude to the garden is key 

to my understanding of how my work in the print studio might engage viewers in seeing new 

things about their relationships with the garden. Lively, herself a keen gardener, has visited 

Monet’s Giverny garden and owns many a lavishly illustrated garden book, yet she says: 

the photograph reports; the painting examines, interprets, expands. It has to be the 
intervention of a different vision. The water lilies are no longer the water lilies that 
I would see, or that the camera would faithfully reproduce, but have undergone a 
reincarnation. We see them as Monet saw them, and the effect is startling, 
illuminating.70 

Perceptions are at play here. I am particularly interested in how the graphic unconscious seen 

in my prints shows images of gardens that can also offer interpretative ways to view 

human/garden relationships. The artistic imagination is spurred by nature, resulting in 

artworks that reflect an Arcadian view of the garden.  

 
69 David Bickerstaff, “Exhibition on Screen Painting the Modern Garden Monet to Matisse,” in Exhibition on 

Screen (UK, 2016). https://griffith.kanopy.com/video/exhibition-screen-painting-modern-garden-mon. 
70 Lively, Life in the Garden, 38-39. 
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In the following section, I discuss four artists whose work inspires and informs my practice. 

These artists may come from different times, places, and cultures, but they are connected 

through their print practices and their manipulation of garden imagery. Their work is not only 

visually pleasing but has qualities that affect viewers’ feelings and ideas about gardens. 

Gardens in Print 

Maija Isola was a prolific printmaker. Two works created in 1957 entitled Ryytimaa (Herb 

garden) (Figure 3) and Ruusupuu (Rose tree) (Figure 4), from a twenty-four part series 

entitled Luonto (Nature), demonstrate her deceptively simple yet compelling use of colour 

and form in screen prints to depict everyday garden images in ways that lift the subjects of 

these prints from the ordinary. 

 

Figure }. Maija Isola, Ryytimaa (Herb Garden), p~r�.  

 

Figure |. Maija Isola, Ruusupuu (Rose 
tree), p~r�. 

 

The Luonto series was inspired by Isola’s daughter’s summertime homework task to collect 

and press plants she found. Isola set plant pieces directly onto photo-sensitised screens, which 

were then exposed, producing silhouettes. Those images were screen-printed onto paper and 

from there, the final production screens for printing were made.71 

 
71 Marianne Aav, ed., Marimekko: Fabrics, Fashion, Architecture (New Haven; London: Bard Graduate Center 

for Studies in the Decorative Arts, Design, and Culture, 2003), 54. 
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Figure r. Maija Isola, Tuuli (Wind), p~r�.  

 

The Tuuli (Wind) (Figure 5) design created in 1972 “features a naturalistic silhouette pattern 

of tree branches and foliage”.72 Isola based her design on a photograph and “[it] differs in its 

realism from her pop designs of the 1960s”.73 Isola’s prints invite positive responses because 

they are fresh and striking. They provide detail yet convey the essence of their subject to the 

viewer who knows the subjects well but is seeing them through Isola’s creative eye, her 

joyful use of shape and colour, and her aim to appeal to the viewer’s senses. 

 
72 “Textile length, ‘Tuuli’, cotton, designed by Maija Isola, made by Marimekko, Finland, 1972,” Museum of 

Applied Arts and Sciences, accessed April 10, 2019, 2019, https://collection.maas.museum/object/69817. 
73 Elizabeth Wilhide, The Complete Pattern Directory: 1500 Designs from All Ages and Cultures (London: 

Hachette UK, 2018). 
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Figure s. Virgil Marti, For Oscar Wilde (exhibition installation), p~~r. Live sunflowers, 
silk lilies, screen-printed wallpaper on cotton sateen, plaster, drywall, wood 
moulding, cotton velvet, and iron prison bed. Installation at Eastern State 
Penitentiary. 

 

Virgil Marti’s installation For Oscar Wilde (1995, Figure 6) comprises live sunflowers, silk 

lilies, ceramic plaques, plaster, drywall, wood moulding, cotton velvet, an iron prison bed, 

and hand-made, screen-printed wallpaper on cotton sateen. The work was installed in the 
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disused Eastern State Penitentiary, Philadelphia, and formed part of a 1995 exhibition called 

Prison Sentences: The Prison as Site/ The Prison as Subject. Marti says he intended the work 

to commemorate the centennial of [Oscar] Wilde’s trial and imprisonment”.74 Marti describes 

the work as a “series of tableaus with increasing degrees of abstraction, in accord with 

Wilde’s ideas about the superiority of the artificial over the natural”.75 Wilde regarded 

sunflowers and lilies as the flowers most suited to design, so Marti’s installation began with 

seeing “a patch of live sunflowers growing outside, to a field of silk lilies in the cellblock, to 

a cell wallpapered with those motifs. Ironically, the design of Eastern State Penitentiary 

somewhat resembles a flower”.76 A connection to William Morris’s work here is that the cell 

was papered with two hand-made wallpapers featuring botanical sunflower and lily motifs 

inspired by William Morris.77 

Elissa Auther notes that: 

The installation’s use of live and artificial flowers, its embrace of decorative 
embellishments as art, and its self-conscious stylization of nature also reference 
Wilde as a leading artist of aestheticism, a movement which championed the 
purpose of art as beautiful, refined or sensuous pleasure over any utilitarian or 
didactic function that connected it to everyday life.78 

Marti’s careful selection of embellishments for a cell that would have pleased the aesthete, 

Wilde, demonstrates his use of the garden theme in a symbolic way. 

 
74 “Virgil Marti: For Oscar Wilde,” Carceral Notebooks, accessed 13 April, 2019, 

http://www.thecarceral.org/virgilmarti.html. 
75 “Virgil Marti: For Oscar Wilde.” 
76 “Virgil Marti: For Oscar Wilde.”  
77 “Virgil Marti”, accessed June 13, 2019,    

http://www.fabricworkshopandmuseum.org/Artists/ArtistDetail.aspx?ArtistId=127ecc1f-712b-4758-8a19-
b99684128a1d 

78 Elissa Auther, “Wallpaper, the Decorative, and Contemporary Installation Art,” in Extra/Ordinary: Craft and 
Contemporary Art, ed. Maria Elena Buszek (Durham, NC: Duke University Press, 2011), 127-28. 
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Figure �. William Morris, Dove and Rose 
(textile design), pq�~. Woven 
silk and wool double cloth. 
Victoria and Albert Museum. 

  

Figure q. William Morris, (left) Acorn (wallpaper 
design), c. pq�~. Colour block print on 
paper.  
(right) Oak (textile design), pqqp. Hand- and 
power-loom jacquard-woven silk damask. 
Victoria and Albert Museum. 

 

Morris was a doyen of the English Arts and Crafts Movement in the latter half of the 

nineteenth century. While a prolific writer, Morris is best remembered as an artist, designer, 

and craftsperson. His designs favoured flower, leaf, stem, and pod motifs which were 

intended for various indoor uses such as wallpapers, curtains, rugs, carpets, cushion covers, 

and lamp shades.79 Arlene Raven notes that Morris’s desire was to create a garden of his 

domestic space, and she quotes Roderick Marshall, who writes in “William Morris and His 

Earthly Paradises”: 

Morris’s need for homely respite was so great that his singular quest in all his 
endeavours was the recreation of heaven on earth, a healing Eden. His ‘Fruit’ 
(1862) and ‘Bird and Pomegranate’ enabled him to reside in the abundant ‘Garden’ 
of his peaceful Nowhere.80 

 Raven observes that surface, contour, and their relationship and texture emerge as key 

elements of Morris’s work.81 Morris delights in botanical surroundings, and his designs for 

his interior spaces reflect this. Raven notes that plants and gardens are not just background; 

rather, “parochial” existence becomes the subject—the centre of Morris’s work.82 Raven also 

 
79 Arlene Raven, “Foreword,” in Giftwraps by Artists: Designs by William Morris (New York: Abrams, 1985). 
80 Roderick Marshall quoted in Raven, “Foreword,” 8.  
81 Raven, “Foreword.” 
82 Raven, “Foreword.” 
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stresses that Morris’s designs incorporate both macrocosm and microcosm.83 In Dove and 

Rose (Figure 7), scalloped lines are used for both the edges of leaves and for the dove’s 

feathers, unifying them in this way.84 Inside and outside are both depicted as the same two-

dimensional configuration common to the whole structure, conveying the idea that the plant 

and animal worlds we also inhabit are made up of the same stuff albeit in different ages, 

stages, or manifestations.85 Raven views Morris’s Acorn and Oak (Figure 8) designs as being 

imbued with the idea of the universe in which cycles of change occur; the acorn is the 

beginning but holds within it the moving cycle of its origin and destiny.86 Nature is used 

symbolically in Morris’s designs but his symbolism reflects his commitment to nature and the 

garden as he brings the garden indoors in the furnishings and objects with which he fills his 

domestic space.87 In Morris’s letter from 1870–1880, Sara Wills observes: 

there is a concern to establish ‘decent surroundings’: to offer a view of earth as a 
place of human habitation. Nature played an important, though not always central, 
role in his arguments. Yet what is apparent from the way he discusses nature is his 
increasing awareness that nature and humanity are interlinked, and that nature is 
frequently the object of human work.88 

Édouard Vuillard was a member of the self-named Les Nabis group, whose members 

“opposed the naturalist tenets they had been taught at the Académie Julian or the École des 

Beaux-Arts”.89 The group’s name was derived from the Hebrew word for prophet.90 Vuillard 

was both a painter and lithographer, so I am drawn particularly to his work. Andrew Carnduff 

Ritchie observes: 

sources of Vuillard’s decorative style may be many, but the finished picture is his 
own. Actually, by his particular selection of decorative devices—his closed, 
hermetic compositions, his use of arabesque motifs, the all-over pattern of his 
designs—he made a notable contribution to a style that sprang into fashion in the -
90s, art nouveau. . . . Insufficient attention has been given to the Nabis’ emphasis 

 
83 Raven, “Foreword,” 11.  
84 Raven, “Foreword,” 11–12.  
85 Raven, “Foreword,” 12. 
86 Raven, “Foreword,” 12. 
87 Raven, “Foreword.” 
88 Sara Wills, “A Reasonable Share in the Beauty of the Earth: William Morris’s Culture of Nature” (PhD diss., 

The University of Melbourne, 1998), 342–43, http://hdl.handle.net/11343/37876, University of Melbourne. 
89 Belinda Thomson, “Bonnard and Vuillard: For and Against their Painting,” in Pierre Bonnard: Observing 

Nature, ed. Jörg Zutter (Canberra: National Gallery of Australia, 2003), 150. 
90 Simon Wilson and Jessica Lack, The Tate Guide to Modern Art Terms (London: Tate Publishing, 2008), 138. 
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upon wall decoration and the coalescence and interdependence of their ideas with 
those deriving from William Morris and the English Pre-Raphaelites.91 

Vuillard chose garden imagery in domestic spaces as the subject matter for both his painting 

and printmaking. Ritchie states, “[Vuillard] presents the quiet, ordinary relationships of the 

animate and the inanimate, the fusion of person and thing until both become one, and every 

shape, every colour, every accent merges into a sustained tapestry-like rhythm”.92 

 

Figure ~. Édouard Vuillard, Intérieur aux tentures roses I and II, pq~~. Colour lithographs. 

 

In 1899, art dealer Ambroise Vollard exhibited Vuillard’s Paysages et Interieurs (Landscapes 

and Interiors), an album comprising thirteen colour lithographs.93 Two in the series are 

Intérieur aux tentures roses I (Figure 9) and Intérieur aux tentures roses II (Figure 9). Both 

images are colour lithographs that depict a domestic interior effusively decorated with floral 

 
91 Andrew Carnduff Ritchie and William S. Lieberman, “Édouard Vuillard “, ed. Museum of Modern Art (New 

York: Museum of Modern Art in collaboration with the Cleveland Museum of Art, 1954), 20. 
https://www.moma.org/documents/moma_catalogue_2805_300062134.pdf. 

92 Ritchie and Lieberman, “Édouard Vuillard “, 22.  
93 Ritchie and Lieberman, “Édouard Vuillard “, 93.  
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wallpaper. The warm, rosy-pink colours and the lively floral motif give the rooms a 

welcoming, comfortable atmosphere. Museum curator and director William S. Lieberman 

suggest this series is Vuillard’s: 

most important work as a printmaker, [which] can be compared only with 
Bonnard’s album, Quelques Aspects de la Vie de Paris, which had been Vollard’s 
debut as a publisher in 1895. In Vuillard’s album, as in several of his other prints, 
the vivid realization of the out of doors comes as a surprise in relation to his work 
as a painter.94 

Lieberman suggests that: 

Although limited in quantity and restricted in period, a few of Vuillard’s single 
prints are landmarks in the history of modern printmaking. And in colour 
lithography nothing has ever excelled the brilliance and freshness of his album 
‘Paysages et Interieurs’.95 

Marti’s work is referential, summoning the (in)famous Wilde in his symbolic garden that 

leads the viewer to an appreciation of the power, beauty, and transformative presence of the 

garden. Isola’s work combines everyday plants in playful, simple ways that speak to the love 

of nature and the (perhaps unappreciated or unrealised) pleasure nature can give. Morris’ 

work connects the viewer to a deeper, symbolic level of being and meaning where human and 

garden elements are united in his vision of the oneness of existence. Vuillard’s work removes 

barriers between garden (exterior) and home (interior) by weaving these aspects of domestic 

life into one unified image. A heightened awareness of the range, depth, and complexity of 

the relationships between humans and gardens can be realised through a close study and 

appreciation of these works. 

 
94 Ritchie and Lieberman, “Édouard Vuillard “, 93. 
95 Ritchie and Lieberman, “Édouard Vuillard “, 95. 
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Chapter 3 

Methodology 

In an article for Contemporary Impressions, Ruth Pelzer-Montada writes “the discourse of 

printmaking benefits from seeing the ‘bite’ of theory and the ‘site’ of practice as 

complementary rather than in terms of a binary difference”.96 Pelzer-Montada’s assertion 

echoes Roca’s that print should be about “content through technique”;97 these astute 

observations have been of critical importance to me throughout my studio and theoretical 

research. 

In my project I have adopted a practice-based methodology for exploring the relationships 

between humans and gardens in print. Lyle Skeins explains that in practice-based research 

creative artefacts provide “the basis of the contribution of knowledge” when accompanied by 

an exegesis.98 Graeme Sullivan says that “practice-based research is an “infolding” process of 

critical reflective and creative action that involves “looking inside” for possibilities within 

one’s practice and is highly adaptable as a research methodology”.99 

Lithography and the Garden 

Bavarian Alois Senefelder invented lithography in 1798, and the process was in widespread 

use by the 1820s.100 In 1826, the artist Augustus Earle produced Australia’s first pictorial 

lithograph entitled Bungaree, a Native of New South Wales. By the mid-nineteenth century, 

the scientific drafter Ludwig Becker was contributing lithographic illustrations for books by 

the government botanist Ferdinand von Mueller. The Melbourne Album, 1863-1864, printed 

 
96 Ruth Pelzer-Montada, “Technology Versus Concept, or The Site of Practice Versus the Bite of Theory,” 

Contemporary Impressions 12, no. 2 (2004): 21–25. 
97 Roca, “The Graphic Unconscious.” 
98 Lyle Skeins, “Creative Practice as Research: Discourse on Methodology,” The Disrupted Journal of Media 

Practice (2016), http://scalar.usc.edu/works/creative-practice-research/what-is-pbr?path=practitioner-model. 
99 Graeme Sullivan and Min Gu, “The Possibilities of Research-the Promise of Practice,” Art Education 70, no. 

2 (2017): 49–57. 
100 Leone Lemmer, Matthew Stephens, and Samantha Fenton, “Lithography in the time of Gould,” Australian 

Museum, last modified November 15, 2018, https://australianmuseum.net.au/learn/collections/archives/john-
gould/lithography-in-the-time-of-gould/. 
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and published by Charles Troedel, comprised lithographs by Francois Cogné that captured 

scenes of Melbournian public gardens. 

The process of lithography is analogous to the making of a garden. Lithography is a printing 

process based on the principle that grease repels water. A lithograph print is made by first 

drawing onto an aluminium plate or flat limestone block, which has been cleaned using a 

chemical process. The plate or stone then undergoes the first etching process using two 

substances: gum arabic and TAPEM, which is a mixture of phosphoric acid and gum arabic. 

The plate or stone is left for at least a day or two to allow the etch to seep into the surface and 

effect the image. Next, the plate or stone is washed out using mineral turpentine, leaving 

behind a faint image called a grease reservoir. A thin water film is applied to the surface of 

the plate or stone and ink is rolled over the top of this wet surface with a roller. This rolling 

up of the drawing must be done numerous times until the image reappears clearly. The 

surface is then left to dry. The plate then undergoes a second etching process which is largely 

the same as the first. The quantities of gum arabic and TAPEM applied depend on the 

thickness of the crayon and tusche in the image.  

Once the second etch is complete, the plate or stone is taken to a lithography press and 

washed out again. The surface is rolled up a number of times in order to build up the ink on 

the image. Proof prints are made on scrap paper cut to a suitable size, and once the 

printmaker is satisfied with the ink strength of the image, a first print on archival paper can be 

made.  

There are similarities between the etching process and gardening. These are seen in the 

application of various treatments, time lapses between these, and possible effects of these 

steps on the final print or garden plant. A gardener might prune and feed a rose bush, guard 

against pests and control its watering and position in the garden bed; however, frost, 

humidity, sun and rain can have negative effects which cannot be controlled. There is no 

guarantee of having a beautiful, flowering rosebush like the image on the plant’s tag shows 

just as there is still a degree of mystery to the printed image that is taken off the press.  
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When I first draw an image on the plate, it looks a certain way but then, during the etching 

process of the plate, the image itself undergoes changes so that the final image might not be 

exactly the same as it was when first drawn on the plate. This is due to the application of 

chemicals, water and ink and the pressure of the press. In a way, I look at the print as it 

comes out of the press with fresh eyes, seeing it for the first time after having taken so much 

care and time in processing the plate. Michael Crozier talks of the garden being a place to get 

found in and this idea runs parallel with the way the qualities and features of the printed 

image are revealed when it emerges from the press. When I look at the print, I might be 

struck by certain features of the print that seem to be emphasised. I might experience a 

feeling or understanding or realisation about myself or the garden or the subject of the 

particular print.  

The chemical and water treatments to the surface of the plate set lithography apart from other 

printmaking mediums. Choosing lithography to explore my research question over a two-year 

period revealed parallels between the sensitivities of the materials involved in the production 

of a lithograph and the ways that weather conditions and treatment methods affect a garden. 

Aluminium plates are sensitive to humidity and aluminium oxide develops quickly on the 

surface of a plate if it is left exposed to salt, moisture, and acids in the air—much like plants 

in a garden are susceptible to climatic conditions and may die or flourish according to 

location.  

Making my prints in South-East Queensland has made this connection apparent to me. Just as 

a person will water a garden at regular intervals, and rain and sun will have a profound effect 

on the growth of plants and trees, lithography relies on a regular application of a thin water 

film when rolling ink across the plate to prevent the ink from sticking to the non-image areas. 

The cycle of applying water, then ink, repetitively, builds up the tone and strength of the 

image until it is ready to be printed; much like the steady cycles of water, sun, and seasonal 

change will result in the flowering or fruiting of plants. This link between lithography and 

garden cycles makes lithography an interesting vehicle for exploring human/garden 

relationships.  

The whole question of human/garden interrelationships is an abiding one in my work, not 

least because I have always loved being in and near gardens. I come from a family of 
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gardeners and I feel a need to have gardens around me—but this is not unusual; I live in a 

garden-filled place—but so do many others; gardens and garden imagery are ubiquitous in 

the city where I live—but they are in many cities. I question what lies at the heart of this 

human attachment to gardens and how a visual arts print practice can shed light on this. 

Printing and Printed Gardens 

My studio practice entails drawing, researching, conceptualising, and sketching my subject 

before beginning to work on a plate or stone. My practice is in Brisbane and my work draws 

on a local context that is primarily Brisbane environments. I have selected the following 

works for the final exhibition. I use photographs as references in my work. I like to work 

from these as they reveal detailed aspects of their subjects. The photographs focus my 

attention on patterns, shapes, textures, pictures, and the relative placement of elements for 

effect in the images I create. 

 



 

30 
 

 

Figure p{. Domenica Hoare, Sitting Pretty, z{pq. Lithograph print, rs x �r cm. 

 

Sitting Pretty (Figure 10) is significant because it introduces elements that feature in other 

prints in the exhibition. In this print, the interior of the house that appears in many other 

prints in the exhibition is shown. The eye line moves out from the vase of roses in the centre 

of the image to the banana trees that seem to peer through the casement windows, creating a 

confluence between inside and outside. Rounded lines and deep tone emphasise the natural 

elements over the straight lines and angles of the windows and walls. The surface of the table 

reflects the vase’s soft, full roses allowing the garden to seep into the interior life of the 

home. 

In Far Enough from the Madding Crowd (Figure 11), elements of the interior décor correlate 

with certain features of the garden outside. The large Bunya Pine in the garden and the potted 

Wollemi Pine on the shelf inside form a visual link. The leaf litter on the ground and stray 
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branches of other shrubs and trees outside the margins are mirrored by the leaf-patterned rug 

inside. The texture and lines of the tongue and groove timber walls and curtains pick up the 

trees outside. 

 

Figure pp. Domenica Hoare, Far Enough from the Madding Crowd, z{pq. Lithograph print, sz x sq 
cm. 
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Figure pz. Domenica Hoare, So Much to Tell You, z{pq. Lithograph print, |} x �r cm.  

 

Far Enough From the Madding Crowd and So Much To Tell You demonstrate a working 

practice where I compile an image drawing from a variety of visual sources. For example, the 

Wollemi Pine pot plant in Far Enough From the Madding Crowd is drawn from a pot plant in 

my home. These prints were also informed by a better understanding that gardens can be both 

inside and outside a domestic space. I came to this understanding through a number of failed 

prints that led me to realise that there was a wider scope for the exploration of human/garden 

relationships beyond the inclusion of a human figure in every image.  

So Much to Tell You (Figure 12) depicts chairs and a table in a room with a window that 

overlooks hills and houses. Human presence is suggested through armchairs clustered 

together. The eye is drawn to the view through the large plate window showing treetops and 

houses; however, this window view could be easily enough mistaken for an artwork and that 

could be the intention here. The view connects with the garden imagery used in the floral 
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pattern on the upholstery and the bowl on the table. The sense of a garden in this high-rise 

setting is formed by a combination of various garden and nature elements. 

 

 

 

Figure p}. Domenica Hoare, Who Would Have Thought?, z{pq. Lithograph 
print, sr x |r.r cm. 

 

Who Would Have Thought? (Figure 13) is inspired by inner-city Brisbane suburbs and their 

narrow streets where houses and their gardens seem squashed together. While each garden is 

discrete, each one also connects with the others to form a green blanket. In this print, a deck 
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overlooks only treetops and leafiness except for the houses faintly visible as a simple outline 

that recedes into the background. While this is a domestic garden, it is also seemingly a 

limitless place of freedom where the residents live among gardens. I have contained the 

image within a box-template perimeter shape to emphasise that the old trees now contained 

within garden likely predate the house and its inhabitants—particularly the large gum tree 

that dominates the print. This garden belongs to an old West End cottage and there were 

Bloodwood trees in some backyards. 

 

Figure p|. Domenica Hoare, Garden Party, z{pq. Lithograph print, |z x sr cm.  

 

The box-template perimeter shape used for Garden Party (Figure 14) indicates that the 

presence of the garden (as in this image) has pushed the cottage to the side. This image offers 

the idea that the garden into which the visitor and inhabitants of this house walk is part of the 

overall domestic space as it wraps around the cottage and continues to give life and colour to 

the old house. Hibiscus bushes dominate the garden, connected by intertwining branches. The 

impression of movement, depth, and shadow in the bushes is created by using tusche. I have 
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included a makeshift, grassy path down the side of the house overhung by awninged windows 

and a gate in the front fence to indicate a welcome into this domestic space. 

 

Figure pr. Domenica Hoare, Do You Suppose She’s a Wildflower?, z{pq. Lithograph print, r{ x �{ cm. 

 

In creating Do You Suppose She’s a Wildflower? (Figure 15), I used as a reference a family 

photograph from a series depicting a figure intrigued by the garden and fishpond belonging to 

a house. This image alludes to the sense of wonder and discovery gardens can engender in 

humans—an idea exemplified by the child adventuring into a garden that seems to crowd 

around her. Sensory imagery is strong with visual suggestions of textures, scents, and sounds. 

The title of this image is from Alice’s Adventures in Wonderland, where another young child 

has an adventure in a new, incredible place. The perspective is at the child’s eye level (a 

reason I chose the photograph) where the foliage seems to encircle the figure and the large 

fish in the pond, creating a sense of another world, a fantasy.  



 

36 
 

 

Figure ps. Domenica Hoare, Threads, z{pq. Lithograph print, �p x s{ cm. 

 

In Threads (Figure 16), garden imagery on the tablecloths and the figure’s dress is closely 

linked with the exterior garden. I have used patterns from heirloom tablecloths inherited by 

my mother. The floral patterns on the cloths being hung out by the figure, the pattern on the 

figure’s dress, and the tree’s foliage are blended by the shadows used to connect all three 

elements. There is unity between figure, garden, and household objects.  
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I found this print to be one of the most successful of my prints in engaging with José Roca’s 

graphic unconscious. The ambiguity between the prints of shadows, the prints of prints, the 

prints of patterns and the prints of gardens reflects the ubiquitous presence of prints in the 

representation of gardens and how often we are unaware of the presence of those prints. This 

ambiguity is also evident in Figure 12, So Much to tell You, and Figure 17, Quiet 

Conversation. In the former the relationship between the exterior and the interior is highly 

ambiguous, specifically regarding the light source. In the latter, the figure’s dress integrates 

with the surroundings, again drawing varied interpretations. Are we looking at printed plants 

or are we looking at prints of plants?  
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Figure p�. Domenica Hoare, Quiet Conversation, z{p~. Lithograph 

print, q} x rq cm.  

 

Quiet Conversation (Figure 17) is another image for which I used a family photograph as a 

partial reference. While the figure’s angular form and perhaps self-conscious stance suggest a 

certain shyness, the branches and flowers of the shrubs and plants reaching up and around her 

soften and lend their playfulness to her; they imply that their liveliness and vitality are hers 

too. The table setting indicates that this outdoor garden is lived in, and the corsage pinned to 

her shoulder unites figure and garden. There seems to be a story here that figure and garden 

share over a long time.  
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Quiet Conversation, Anything But a Straw Man and Like a Bird performed for me Crozier’s 

observation that gardens are now a place to get found in. When processing the images, that is 

etching the plates, I “found myself”. Despite the problematic nature of etching in lithography, 

I find these three images the most poignant in representing my family and the garden.  

 

Figure pq. Domenica Hoare, Anything But a Straw Man, z{p~. 
Lithograph print, qs x sz cm. 

 

What initially caught my eye in the photograph I referenced for Anything But a Straw Man 

(Figure 18) is the somewhat formal figure dressed in a turn-of-the-twentieth-century 

Queensland Police uniform standing amidst a swirl of roses and a twirl of vines. Among all 
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the archival photographs I have are numerous greeting cards dating to my great-grandparents’ 

era. One of these is a Christmas card sent to the figure in Anything But a Straw Man by his 

niece who had moved overseas and was endeavouring to establish a new garden in a place far 

from home. The card reads, in part, that the writer wished she had an experienced gardener 

like her Uncle Bill around to help her establish a garden on her half-acre of land. This 

suggests that the garden ties these people together in more ways than merely sharing 

horticultural tips. Rather, the garden is a metaphor for deep roots and family ties. The soft 

blooms and foliage seem to cushion the figure despite his seeming formality showing that the 

garden is his natural place. This image emphasises the affinity which the figure has with the 

garden he has nurtured. 

 

Figure p~. Domenica Hoare, Like a Bird, z{p~. 
Lithograph print, qs x s} cm.  
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Like a Bird (Figure 19) is based on an archival photograph, but I have emphasised the rose 

bushes and Angel Trumpet vine. I have used tusche to blur the boundaries between the figure 

in her floral dress and the plants surrounding her so that it appears that the figure could be 

emerging from or retreating into the garden itself. The figure is holding a rose delicately, with 

care, so that the whole image speaks of the garden being a natural place on multiple levels for 

this figure. To me, the garden in this image is expressive of the figure as the figure is 

expressive of the garden. This reflects José Roca’s use of his exhibition to draw out a graphic 

unconscious and it reflects Crozier’s active and passive dimensions of the garden. The garden 

is expressive of the figure and vice versa.  
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Figure z{. Domenica Hoare, Gardenesque, z{p~. Lithograph print, zp x zr 

cm. 

 

Gardenesque (Figure 20) is a set of lithographs folded into three-dimensional garden-lantern 

forms. They depict the upper branches of a Queensland Lacebark tree seen through 

embroidered sheer curtains from a bay window. The initial lithographs were produced by first 

drawing the outline of a chocolate box that I enlarged proportionally onto an aluminium 

plate. I then printed the image onto paper. I created a blue background to resemble the deep 

blue of late afternoon sky, inspired by a reference photograph I took at my own house. 
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Figure zp. Domenica Hoare, Crowded House, z{p~. 
Lithograph print, sr x �� cm.  

 
Figure zz. Domenica Hoare, Take Centre Stage, z{p~. 

Lithograph print, rr x �{ cm.  

 

Crowded House (Figure 21) and Take Centre Stage (Figure 22) developed from two sources. 

The first is inspired by my mother’s account of some flats that were above an old grocery 

store in Paddington, where she used to go to with my grandmother after school on Fridays. 

The building is still there. The flats were small and had balconies opening out above the busy 

main street. Inside they were colourful and furnished inexpensively yet richly with potted 

plants and bric-a-brac. 

The second source is another flat above a shop in West End, Brisbane. It too has a balcony, 

and from the street, lots of potted and hanging plants can be seen crowding that balcony. 

Situated on one of the main thoroughfares in West End, it looks both incongruous yet 

appealing. The gardens in these images continue ideas from previous images by using potted 

plants, views, and a portal between inside and outside to form the garden. It may be of 

surprise to the viewer, yet the plants are what give the rooms and balconies life, both literally 

and metaphorically. The inhabitants of these places need a connection to nature, and there is 

more than interior design going on here. The plants and view provide a sense of home for the 

occupants and define the rooms and balconies. The experience of being outside is brought 

inside, filling these images with a sense of lightness and airflow. 
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Figure z}. Domenica Hoare, Wonder Wall, z{p~. Lithograph print, sz x q| cm.  

 

Wonder Wall (Figure 23) is the first image in which I depict a figure indoors. Garden imagery 

is incorporated on some surfaces such as pots and clothing, and there is a window, through 

which a large jasmine hedge can be seen. In this domestic interior, the plants both inside and 

outside create the artwork for an otherwise plain space. The figure is in a simple dress that 

matches the simplicity of her living space. There is a fresh, alive feeling here—a promise in 

the air—alluding to the viewer that the fragrance of the jasmine might be wafting through the 

windows. Here again, the garden seems to have come into the room and become part of the 

daily living experience for the figure. 
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Figure z|. Domenica Hoare, Message in a Bottle, 

z{p~. Lithograph print, s{ x qr cm.  

 

Message in a Bottle (Figure 24) is an image of two antique jardinières that my mother 

inherited. They were a wedding gift to my great, great, great-grandmother. They depict the 

kind of scene favoured in the latter half of the nineteenth century in the United Kingdom. The 

figures playing instruments may be Muses; however, the scenes are probably inspired by 

Neoclassical iconography more generally, as that was quite popular at the time they were 

produced. These vases represent the attachment to nature and gardens that has been part of 

the approach to living in each generation of my family for so long.  

The works in this exhibition were selected from the twenty-five or more prints I produced 

during the course of the Master studies.  

In the exhibition, Outside In, the final exhibition of my candidature, each work contributes to 

the idea that human/garden relationships are intrinsic to the human condition. Roca’s graphic 



 

46 
 

unconscious is used to probe this idea. The works in the exhibition include images of outdoor 

gardens and indoor spaces with views of plants and garden imagery. Figures in gardens both 

inside and outside suggest a human presence. What ties all these images together is that they 

depict domestic spaces where humans interact with gardens. The images emphasise the 

separation of garden from interior living spaces in one way while also highlighting the 

embeddedness of gardens in our living spaces. There are two-dimensional lithographs and 

one set of three-dimensional works in the exhibition. All bar one of the lithographs with 

figures in them have similar dimensions, and the prints of both interior and exterior spaces 

also have similar dimensions. 

I have used both lithography crayon and tusche washes to draw the images onto aluminium 

lithography plates. There are four principal reasons I work predominantly in monochrome. 

First, since crayon and tusche washes allow me to create shading and textures in my prints, 

they are how I introduce tone, shading, and details in my treatment of my subjects. Second, I 

find that working in monochrome when drawing on the plate enables me to see and release 

light; suggest other movements, such as a breeze; or create a textured surface such as water. 

Third, without the distraction of colour, monochrome prints focus the viewer’s eye on details 

within them. Having said this, I do engage in some hand-colouring here and there; for 

example, flowers that might be tinged with colour to emphasise a particular feature in that 

print. The images where I have used archival photographs link to Weisberg’s comments in an 

interview regarding her printmaking practice. She claims that lithography is a transformative 

process emphasising light.101 She states “black and white work has an immediate sense of 

abstraction; a distance from reality . . . [and that she is] interested in how images look through 

the lens of memory”.102 

Finally, having much of the exhibition in monochrome with occasional touches of colour 

builds up an impression of human/garden interactions by inviting viewers to see into the 

images for what they might reveal. What is striking about this set of work is that gardens are 

shown to exist in numerous distinct ways. Each garden is seen as an intimate, domestic space 

 
101 Ruth Weisberg, “Ruth Weisberg Prints: Mid-Life Catalogue Raisonne, 1961-1990,” ed. Fresno Art Museum 

(California: Fresno Art Museum, 1990), 13, Exhibition Catalogue. 
102 Weisberg, “Ruth Weisberg Prints,”13.  
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where there is human presence in and engagement with the garden in one way or another. My 

final exhibition is a lens through which to see more of our relationships with gardens. 
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Conclusion 

Throughout my studio research project, I have explored the question of how print might 

communicate humanity’s regard for domestic gardens. For some, domestic gardens are a 

response to an Arcadian human vision of pristine, beautiful places where humans and nature 

together form a unique partnership in the domestic realm. To others, gardens provide 

opportunities to create a fantasy world. Gardens also allow us to establish identity, context, 

and connection to life force in a familiar place, even if only unconsciously felt. My exhibition 

was successful in revealing that the representation of gardens in print is more prevalent than 

commonly thought. There is notably greater diversity in the forms that gardens take. The 

print process itself has been able to facilitate the portrayal of human/garden relationships in 

each image through the emphases achieved by depth, shadow and contrast in the transfer of 

the image from plate to print. My experience is that we find ourselves in gardens, that is, 

places where aspects of human nature and needs are revealed, as Michael Crozier states. In 

twenty-first century living, conscious awareness of this interconnection finds a voice in the 

domestic garden and has profound implications for humans’ relationships with the broader 

environment. This research study has confirmed ideas about gardens being more than 

material. Gardens are also ideas and concepts; they engender experiences and feelings in the 

humans who engage with them. Taking familiar elements of garden images and looking at 

them in ways that reveal their connections differently, through lithography, enables Roca’s 

graphic unconscious to speak to matters about relationships between humans and gardens that 

are less obvious and perhaps more profound. 
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