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the |l ast ten years, a growth of interest in plant
and Mi chael0RMaredremte dv eagrett@sl iThua mpesskwocdecentre the

storically hierarchical relationship between human:s
pres@ontsatioming it as an agent withandctbabirvespbé
otographthki § ntdlexsi s argues that creative practice ¢

otographic processes.

do this, the thesis takes tihtesu lEthgr dls,h D@adki alr ea@nd sp

stories through a mixture of traditional, experi mer
riously incorporate parts of the oak treebds materi e
nspiration to make photographic i mages. Alongsi de,

e originst gfieghhaoovw ongerva prhoyt ieol nlsi goefn cpel amitg hitntr ef r ame t
contemporary photographic practice.

structure thbaseprdquiregpecatricprpraesplisc aipnighcadoolkr eeee
om different yet Avbotephpi Boc gpeentsfemss 0dfvdmaaomtimy pe s,
th s

storical substance and c oQrtgeammp ocr alaomymrttecsmaeiasnf tolre cysae ¢
terial t o nparkoed pchodgeigd sa pdte nRyhpi ezso(t pyrpienrst s made with s«

i x heritage oak trees across England, examining

ots) to visualise unseen aspecPsroéi vhegdBhktoekridOan
spifrrastme nphot or ecepétlogafii pghryd toecihmr owmteioch al | ow trees

d spectrum to determinetiddeaad. gerecwti hi agdi magrismiutse t
eeds and infrared film to imagine how oak trees mic

e writtaeam ainlg¢csli s hapt ers that mirror the physi ognom)
@analyses photographers and photographic artists whi
eative methods andTr deackkvt e fy maapge d ot e&ksneoawl cekd,geex p |l ai
thods, inspirationghi@moernel ariesnshiepmeani hgsr wnd cI
telligence antdh epilranitmpblliicnadtniessnrss f or creative practi
stance bet ween Tpheasnetagsacdam ¢th emu miedmtise dr phat ogm atppdrs an
| attihmemo tt @gr a,p hé xxa minmiexg how such photographs come t
bjTehet .concl usion reflects on my original contributi
ees, vegetal art practices and phicleonstorpeh itehse oofa kp Itarr
ot ographic met hwohdsl eo fr erfe percetsienngt aotni aarh,e wor kdés broad

mpl ate for new amatiesrtiial, eprhd d wrstoerhsi cvailt hanpdl ant s.
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Settinfp Beteh t he forest and the trees
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This introduction provides the initseaektfonsgrowmnd
Setti,hgi ®@utoduce the projectds early devel opment,
national identity and the reasons for my shift aw
pl ant i ntPhyRibg@&@®miceas ibsrn ef |l y i ntbraosdeudc er ensye aprrcahc,t i ocuet

beginning with predominantly traditional photogra
experimpnbaesses that incorporate plant matter. T
acid in historical phot ogralpémicc plr ogrecperst,i ¢ 3 | iumi

and origins of phdteeg map hGir ef eurretcthenro | ogryt. ext ual i se
n to theory, in pardndaduphirl avhapg h ene f NMiméels d e Ir
s fAvemndt aMardexr8d é&AHowhat the botanists Ja
th E. Schussler describe as9 fiplanhehbhl ghdeae

rel at i

o

as art
Elizab

awaren

® d® O

ss of these concepts ,ignocwilagiiont ¢oestdeias

—

humani i ed,sndandymhroens eahr ch questi ons.

After this, a brief analysis Hefartthsa od gpkOatkriedee i n E

additional context to the oak as a research subje
oak trees and their inclusion in a tree register
Jubilee, | examimet hteh eo arke |tarteieo,n st hbee trmoenear chy, tr e

myth. This additi ormDelf ind mtge xth eir A ndcd rexlawd evee ihow t h
ofncai ent trees is constructed through scientific
value on speciStieppgirreelsBaaRkcnlauldley ,t hiins chapter by ¢
structure and their poetic relations to the oak t

|l ate 2018, whemme friesetardgdmrmy hpartPhD thesis, t
ropean Union referendum (more popularly referred 1t
re on my mindntlitonwda® phemdumye iantbedy of photographi
bverted the politicised use of the English | andscay
tion, that reproduced concepts 50f 1®m®dti Wedeors offet Hr
mar, 2003). To do this | began | ooking at the work
rough tourism, pastimes, aNdrfpoétk?2eD0WBlONMs omnwdh as:
opEe2 @2y®B15 )Weartd@2 6RO 9) ; Fap Chatl ddf(e2d0slda)c;r iHonceer Syk

ce a Year: Some Tr(ald9i7t7i)o naanld BAeimtEysihB oGRirsmtéo@ssni ca: A
itish FolROABe¢ . P&ombaint ngphdticsgreapHhiyalrprsegatrtthi oma d s
hol ars who argue that the use of folklore and | and:s
nstruct visiondsggefr, n200BnaBdjt@deh R2iMdOWed Wed War, d20tLhe
w I could use photographs, as an artist practitione
nsidered mul tciacldlletdosaloins mf a®8ratseh cultureo, in the

(BNP, 206)Ytefifdect, to find and photograph |l ocations t
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the musicologist Caroline Lucas, this perxcieghted erosi
nationalist parties (that can now be arguably found ¢
concern with bdMaoldesgiac aslubrtdceirsmrtacnd of radBdesmubased o
this, | proposed to explore such notions of | andscape
attention away from how peopleaboaheddenddriowardsot tc¢

l'ives and works of past generations who have dwel t wi

themselvesd (lngol d, 1993: 152) . I n these early st age
mu lulitcur al i sm historically in the physical | andscape,
counter racism based on culture, itself bolstered by

of cultural authori2tOyl1l()Boyes, 1993; Lucas

To explore this idea, I initially decideddebn t&eeknme
visual culture, inspired by scholarly reseawhdah ht hat ¢

i ncelduidder arguments that considered I(&mudasnddanpleisn dagsuias tn

Co¢k1985; Matl eslp, The9briyelnlad, maderi als | chose wer
hold materi al and symbolic significance to England ar
begin, I chose the oak tree adndbyditshceo veenrveidr oan nheinstta loifs
and tree charity, The Tree Council ,Elaisz @ib&adhatd nB&si t i s h
Jubilee. As the I|ist contained fifty treesnof varying
Engl and from this |list as the basis to form a case st
the trees began, mycahhtedeBheiintadhe thmeeéDd, odnd ot he s
started to unfold. When tQawvehl Ehipztnb eEtais efbioa kn et,r e si
Sussex, the closest to me while | was I|living in Brigtl

heritage discourse around théeanhceesntdhancesugaigkeide gpebDl]

the |l ack of signage and gwkrereaboambj gmakiyngrohbhew dhef
gaveQueen EI i zaa breytshh ilc Qakal i ty, reconfiguriesg@ my visit
met hod for research. Foll owing this route of study ir
conservation management in natural heritage, as wel/l
range of st ewairtdys hoifp naannda gtehnee nqtu ablet ween t hem seemed |
| ocation and ownership, deptbdiaglonawhatuhborthg {foec
case Koeft ttdhse Qak vat e Qowear €§hi p a@etulm el r @éejrovrg sOakt he

Considering that the trees on the fAGreat British Treece

with them a degree of national importance relative tc
that theirrgaalbhyseempdese hinge more on their | ocat
monarchy, rather than their unifying heritage status

Around t hi-Z022)me q &wWelra l new books concerning plant i
interested in the dual fsoecpatticessofrukbéirionagandr ass r &
entitieso, as explained by the geograph&)Reckaul Cl ok e
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ing from a range of scientific and cul
ombination of tree and mycorrhizal roc
r ;e nSthse | (8Voahd &l neabpefn, b @2608lme of signi fi can

as it signifieditsteasnd aiolpierymtteo wia h a species ot hel
and cultural associations ut#dwthauvueyroundmoése tases, odc
defence against the treebs destruction and enabl ed tt
began to think of how these ideapecatul dnabroablkloslsame
speci es. I n addition to this, the cultural context of
with historical figures, especially the monarchy, anc
designavadi oonsa@andscapes. Furthermore, this context |
and the historic trees, presenting the oaks al most as
experienced by for mul athienng tnhyr oounwgnh rreelsaetairocnhs hviipssi twsi,t hp
material about them. As my reading around plant intel
trees of my study had come to signifay tflue tthiemanm,t treanttt
should be paid to thebrbatganecthaturedenhi egsbatweer
Due to my fascination with the mamagement tofgetthhese wir
i nnovative and experiment al exhibitions and publicati
its initial emphasis on national identity aonrdd efdol kI or
in the oak tree. However, because of these treesd ine
that surround them being folktales -omdu®tgrinals,r dwol et
pl ayed a asritgniinf iknmgilti sph cul t ur al identity) they remai
historical context and individualising characteristic
study are construct ednd yc ual tcuornavlie rwgoernicdes .o fT rneaetsu roanl hae r

—

e |living tree

,_,.
—
D

es significa

cutural, soci al

Arecenampl e of

0
rel ated to them
h

 engt hvelni dtheiis dfi fleenefit to the tree and their su

survive. As hi steortiheuss aunpdh emyd hasn da rnea if
s, they also operate as visible, tangi
nt due to the cultural value bestowed
, and political systems that function

thhe pbBéhomgnoh, t he dRymoanmarreat @asp tthreee

intersection of treesdanhdefheci opatbvhelami agtatuedesi ve
the felling of the tree, the ongoing police inquiry,
response, offer fascinating and tel ldatnigonsmhsiigshttshatnth
can have with prominent, Thétsuvhbseéquermatl uleedgal eiempl i oa
in public spaces that ar enarye prl esoe rptratviiwdee d fnswigddr i sndc
vi ocleent otwaéradss( r e) negotiated in the U.K., fepaoidel arly
(WhiteA 280@g8)ficant branch of this concept, the | egal

assigns | egadlhephauogmonctiocnesd dtea i-gnogv etrhr@iom ghe nGnee2 6@ MMg mi nen't
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international example of this is the Te Urewera natic
a MUori tribe, which draws upon indigenous practices
(Gordon, A01®ouyh the U. K. has yet to adopt or consi
Sycamore Gap tree and the subsequent ambiguity arounc

witrreveal s the precarity of physipiale armeilregalll tpumratl e o

I't is this entangl ement of rTehleaste oRiosa Ptiehdatt® gbdraopulgi hct me
En
h a
br

counters with PlExnmgtl ilsrht eJalki glereece tahm o utghhe ®Mat eneal ,
n
e

become connedéd¢tned uwiitnfy TimMpesmmawiRo odAaend Beo drieessd wi t h bot h e
e
s
c

d the title refers to the many oaks | have visitec

adth of England and the breadth of ti me. However,

t h

wa

beginning of a sentence and can gse-c@eot ed bbvast he
emotso demonstrate how trees and human nature are
de

relational, or perhaps even reciprocal, environment

i sion tenoepntbwowdrtd use consciously throughout t

wi t h.

Having outlined the project 6sbabseegdi mreisregasr,c hl.s nfchw si rstercc

some scene setting of my PhD projectds movement from

encounter with oak trees as portraits, towards more ¢
i ncorporate pl anhi anamdteer iialt.o TPphed e girmmipt i al di scussio
of plant intelligence i nform pohnoatlo,g rhaopvhei vce rp,r atchteiyc ea | bse
reference to historical photographic processes that I

photography.

Phy-PmoGeneBhaet ography and the English oak

I n the above i rmtarved patoori ydesde dathieort,helsi sé6 original
study of heritage oak trees and the emerging I|lite
concepts are incohpoedtredsevatdbh nl pmawthidteel ifreont he
traditional photographic practice towards experim

usi ng mybapsreadc triecseear ch projects as reference point
refersendceni made to the oak treebds presence in his
usigmad | i c acid, suggesting that these historical

require a timely reframing of the oak in contempo
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egan my -bmhscetdo greaspehaircc hQbgehr BV e bwh bt ehg hmyb mzbde um f or n
nica ETRS, fitted with B&W Il ford 400 | SO fil m. Wt
es using analogue techniques wit h -bbalsaecdk raensde aw hciht ef
Chlaptrowev,ehesien menihoefds emphasi sed aesthetic and c
king, something that the photographer Barbara Bos\V
mpionso (Bosworth, 2016).eApemuehced ¢t¢hlkettaureaelkbg, il
osing photographic strategies that focus the eye
traits. This, in turn, helped formulate mMmyeshoices:s
single subjects (as wildl be explored within Chapte

ounters with trees.

February 2020, around Qeeem mBongzhdedttte&emaAlef iar swto rv
camer al ess atrittilsetd HiaSwonia h Chlreotncanteorgr aphy 6. Al ongsi
t,Ft eooé&®i r eict o€Coof the London Alternative Photog!

(¢]

QD
(7]

srocn at esleamraeh sgroup AThe Sustainabl e Darkroon
ult and an extenseoh, ofiCFI eotfe bGeurrA sTR emeeoos d(n2a0l1 7p)r, 0 jwh
I as a medium for both for exami amankg(rmdgteg. dthGani c ¢
ention of her project was to raise awareness of tt
I health, and the growth of trees, and in particul
nk of fleecpngt @etticed around many of the heritage t
treestbéymweséudygt just physical barriers but al s
the very Il east discouraged, feltetcthaitntbdeadeipoerswint

reverence, which was in turn maintained by the di s

resenting the,wtirtehe s hprmet pdirysi itiad ®lblayr e i presémt pd as
tacl es. I f the trees in my study were to be appr oc

ressions of independent, animate beings, then the

ot mamghi ¢c methods. There are, hPavewvies ,t pe eMat ioxwad h rasas

WNottingham, can attract thous ddasx exsf tiwies ittiseress eadc hr

(0]

wn as fAsoil compactiondo (a direct result of regul

di spl acement of air between soil grains that increase
suffocate thegttlkedsqio omairet]ionc a b@steE8viear ri er is to ther

life and preservation of the tree, however, doing so

met hods and how they mighteerneplhiec ehteeg itthaey ed it gteaersc ea npdl ¢

situating them as cultural products. Fletcheroés soil

| mpl e mensttirnagteeaghyt s| coul d metaphorically breach the fe

engaging witila tplae to@aKbdd heoitlreeds material worl d. By

phot ographic processes | coul doducion di rhemdadienst epraed e mti &
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i ncorporate, part of the tree itself. The photographi
subject it represents (Krauss, 1977).
Theesxperi ments | ater became whoatand hfaevaet ucroemea st op acratl o

Organi c lirexrpe sosrieadnsi n mor ewhdiedhmidnédar tChhaapared dXpl ores

treeds | i f@nea nydeargrloautnedr. (2021) , having become fascin
matter and photographic processes, | expanded my ori ¢
bl ack ammeddiwhm tfeor mat photographs, to expibasedmore exp
research. Mi dwa y etgharno legxlpe2@ 2Znent i ng wi t h maosruec halatser na
cyanot yptest, heangamean i tn@ebecamke a membkeedofiRatgroupf t

runLibmymen Samudarotss organi sation focused on t'hikemes of a

group aimed tothrsitmsg frogetdh df erent creati wd achitsci pl i1
relations. Duri ngi ntihtiisalt i enxep e rli meengtaant isconthevsiptialy €éonagk | e a
failed, |l eft me with a mixture of fibrous material ar

consulting the agamnddtpedoboomdefr bdméAPEt udi os, Mel ani €
|l eftover smoycwtainoeixyipoy it mh@evisng put this ilntsoucpaleascst i ce
then began to turn the herittoangeed bakampoi b r @naotlgeoci upl peo e o §
widely distributed within many esspud chiy enggr Arfroeqrteaanlt s, i nc
Enc ou.ntlemr sdnoei @nogn nseoc,t i owmbsi adhmbedradg etdhe hi st orically interc
oak tree and the origins of photogra@BW®B)YWas exampl e,
granted a patent & ogoltilhtei cam | od rytpaei mpirmg esisl,ver nitrate
gal |l s oft ook otdruecees a techniiQuieve hpaper eplutdalphottolse nj
posekposure, which wo uhdde vlead¢erio hbgegc,o0 nee0 2kOn)o.wn a's

As the artist and film theorist Karel Doing explains,
ihas | i vseidncoen, ebvuetr t hi s fact has oftRPoi hgen2®@d@curkax
Tal botdés fimivemd oan-lbhd s e c en @aapteirv 1L 7 BB Y, 1 hmkdre Hd rss loenn

phot ographic engagements with plants through the inve
the anthotype, drawing on the photosensitive properti.i
the | ast arohysarmsqoumaeisemg the organic @Bel@8ystaand pho
friend of Fox Tal bot and Hershel, and his early work
acid (an organic compound produced from heating galli

further situatledprtohpee rotaikedss wihtehmincat he production and

(Dahl berg, 2005) . Further discussion of Regnault in
phot o@riEpbe at St. UWaBuy®&kindcd&'es pClawcrechh n Chapter | 1. He |
Through a combination of artworks, exhibitions, residenci e
the cosmos throughout ti me, Apeering through the | enses of
organi satiircerctiesd choy t he artists Rebecca Huxl ey, Loui se Beer

https://l umenstudiosldn. wixsite.com/|lumenstudios
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of the cyanotype process, offdremriwi s@mibianmiwmnm a ¢
and potassium ferricAsanli dwei ltlo cirseaunsys al dtigrhti
eal rEmtc oauamltyerrsef erences these historic proces
f heritage oak trees whi dhelno the nclteaires wihihs t

i storical examination of the oak treebs orgar

hotography. Instead, this historical research provic

cientif
f photo
he thes
ontextu
oncepts
pproach
ignific
etlaaitler
re also
warenes
spect o
i mensi o
ncounte
peci fic
l ant ma

nspired

ic historyeodenihe anedamm, mpsorntuanti nml ayher and
graphic technol ogsyectAisond, wand telxe | @utnl iime t dfe
i s arguawi hgab@dstphpmed gnce within photography,
alised in history but also by emerging theori
drawn from the disciplinescopraciitceal tpiant
es the English oak as both a subject and mat e
ance within the medium as wel |l as its positioc
in Chapter Jjludseamycphoabgtrapds tdlorbouhp eyphotog
mad & iowibtelt ctlheeam ., I do not imply that the oak
s of their participation. I nst,egdcdt | nzdgue ngt
f the oak tree within the materi al of their
n of agency, in that tome ghlhoathodr ap leiwc opr iornther
ring the treeds materi al presence or biology.
ally explored i Pemget hind, Pwhit Obhabamaherir st har
tter in photographic processes directly, inst

by the concept of #Aplant blindnessd and the

honteceptor phgtgcbfomer kt pbbetbcally examines the not

hotogr a

which i s

\'

r

e

— —

» O 9 9

i sual b

ealm of

phing a mature oak tree with i-nédaspdcftrirblum, /
only dimly visible to thefbumantéadgeej mmgedec:i
ridge between human and plant perception, i n\

pl ants. These three projects, rather than gi

ndeatvo ubtisheenidr cul tur al and biological relations toge

onstructed both with and without notions of human ir

n part,
udi ence
ather t

as wil | be shown, the argument | construct i
6s direct engagement with the subject of arti

han beiongghlitmpddgi tdiepnalt emlhdthoagraphic processe

hesis,iqprmegmweosk exhibitions staged in 2022 and 2023

nclude a |living oak within Bgeméinspway hspagyeunfgascialpi
herefore with a Iiving embodi ment of the ideas expl c
l'iving subject amid the ideas explored t hHrrauwmgh phot
n el emenhumdnt haetoobhhe gallery, allowing audiences t
f the creative subject hung upon the walls. Secondl
nd the spatéant sbkef oaRabbeoming subsumed by its vari
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tree instead takes precedentbetihnrgpsuigrhmati érsi olhyisn ctabhe pp le
prints, and as biological i nspiration. As | have ment
more depth in Chapter 1|1, however, in short,s and as |
depl oy what MAdkaier i koeb jaesc afiedsey he ¢ i 0c asstsroactieagtieeds wi t h ar t ¢
whi ch adenttroe dekuman constructcowaospbyalpl acangthbadecehtn
( Alamid Ma rae2s5) .

Seeing AGteam:d photographydés vegetal turn

Having outlinedetmyogdlod pigeaphwliti ch wil), He neoxwpl or
brieflmyosttanegies in relation t @éatstealomretsie@aalc hg o
(which will be exploreld ¢éhosmerehidetaéectti onCWwiaph em

and a summary of how photographic practice offers
encounters with plantoitntoals|l odendhe, phoplaygsiapddcby

Al and Maesleri be art daurfmdurarse rbth pvedignaitheyli dg aest hetic s
contemporary artists have thus far ddevbyedDEépitr ems
from the fiebddoMpbsdgiewangn Al ant blindness as an ident
undone through cul tur al practices that work in union
the process. A concept outlined bbeyt t hEe. bScthdms ssht ésr Jiamme
bl indwassd$girst introduced as a method t o pildemwit for t he
being aware of their existence in everyday |ife (Wanc
mi
di

ght be thought of as the inability of those without
s
than as an intersection of i ndepentdheonutg ho rbgaasniics nvsi.s ufanlc
s
k

tingui shnondepl anthefreddym @&@ncountering mass vegetat|

di

ac

tinctions can be made to tell txsepesiapanst sf it @mnea an

>

owl edge their di sathidndargeedi ther gnoews ngAssuMmbeir o
s hi
through their aesthetic strategies, but o0t HAyhdal so Af

—

ted focus towards new notions of i nterconnectedne

Marde?2023: 5). Dr awion ga scpreecattsi voef epmpahnatssi st hat move bey
however, indicates not only an experiment in aestheti
somet hing other than nnderMa osteetr odurad gl & mbigist eist Al agency
novel ways of destabilising fAanthropocentric certaint
perceptual shifts and -dlejegpctr ercolastididdlmadtioisosb)f. subj ec

This attribution of agency to plants is specifically
the idea of plants having a form of figeniuso (lrigar:

intelligence,i rhoomwenv ecro,mphlaevxe htihset ory and remain divisi
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2071 the German forest scientistThPeHeddwWohLiwvbbkbebf puoe
i ntroidnutcoednai nstream di scwoovwiecdvde he@ Canceptcepf ateriibh

Canadian forest sci ermtoipsdtshed eszpaencniee sSicmoalrlda b owhaitcihonp bet

fungal root systems, functioning as the .Sihmecé ntghamd
several European art exhibitions have emerged inspireée
intelligdnee Fonadltd o nArCantteé rmp o poiumg ndd2t0HOHay warsd

Gal |l er yT h(e2 0B2oO)a;ni €amd Mnn Ar t @vormbttreed, (B2A®INAG)so me Col | ect i
(2022) name but a few. This flowering of interest ind]i
intelligence have captured the human i magination. As

new phenomenon, butt hienffiactt aoafsevhord WwWawgealme nNSelcxX7elxt a
Life oy PRetndrs Tompkins and Hdmiwdrog heai eBrntridst s1.ei Alhteh

di smi ssed as pseudoscience, the book made several bol
their preference for classical music and tgedrthéil it
t hemerging field of plant intelligence (Pollen, 2013;
to my critical enquiry, are included to acknowl edge t
own di vi sMoree hdrsittoiryal 'y, however, as | will discuss
using forms of plant intetlditghkeen cpoitrmt atnh éehy oproemoi rped 8 &

relationso (Gibson, 2018).

I woul dbéi &héasit i sonot my intention to prove or dispr (
explain, these ideas instead inform my creative strat
womk the trees of my svtiwdw ,t hreart hfenro ithhea ne osnitnepxlty of art 6
these methods al so hobasdedheaptotmantelay neplriesatsitngl ent
met hods that continuingly relegate plants ta the bactk
consumabl e characteri stainadds MaSaleire ght139@)t. t he thhisg,orA

plants within Western art and philosophy as fithe back
failure to recogrmgiss ewvitthhem hees as eonvia NAM0ASB=si (4A1.0iTo pul |
the foreground and to engage in ecologically mindful
conscidbuamg tb@e oak tree both in philosophical and cr

Ki mmer eirdeasucair e r eWeisntiesrcne,nti nodfi gneoonous knowl edge and |
respebtumaonnbei ngs ashadwitthamtge ntsi mmar e¢ro, 2013; 2021).
pract iwoe kt phtysically with the subject of their encoul
as a poetic collaboration between myself and the oaks:s
mitigated through f clrarsse b fp rpehottioge ,apchdwl dorbd etntsought
Aiphytographyo, or the fiinteraction between the phyt oc

[ €] that strives for a deeper r el aetdiuocnasthiiopn owi(tDho ipnligant

I't is from these principal di scusssieocntsi,o nisn,c ltuhdaitn gl thha

at three research questions:
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l1)How kiast ori cal terneceosu,ntaend iwn tphadretfircunmead bwi t h oak t
contemporary photographic practice?

2)How mi ghtphot eggrriaopaheiscses, using pl ant smaptptoerrt and b
exper i memwbwiktimgoZak trees

3)Howan c onpcleapntts ionft & leleingternec et hhee-bhpusneadn airnt ?p |l ant

Having provided some direction -basetheesbasch, ar gs mee
theory, and my resear ch -gaetsitd msnsgn |t Mmidewn rattkosy tes fa eoO at kwoe
provides further contextual relevance to the oak as &
historical significance within Engl i sdhr cawtl h utrreee As tmhk
secdred, ni ng ,t heo M:icd eernd st he tefr mt Mmaemciiemtdqgt any,atteq ou

certain oaks are bestowed with greater value than ottt

Hearts Tolfe Om&kk in English culture

So far, I have outlined connectriedres elmetewd eon aplpetcd
photographic history and oak tree materiality, an
trees (and plants) and their prominent (re)emerge
di scourse ampd aghotcegr &phkrise di scussions set the sc
that emerge in the chapters to follow. However, a
oakds specific relevance to thedciet iderbalt edi, s ands it®
sectli mapproach the oak as a cultural p rAa dwate,alusir

Encouaneértsheir many connections to the monarchy t

embody ideas.
The historic significance of the oak tree and its mat
contemporary vVvisuab symbote Eefornexampmental and her.i
of political parties) is well documented (Jones and (
to provide a general, historicalt &ogbdusth dmisstelzesyoakbut
the role of the oak (and specific oaks) within human
context of a recent growth of IliteraturAks omerithieomreodni
previously, the oak tree as a case study was initial!/l
oakbs association with England as a national tree. Hc
association wiitdhe nEnigtlyi sthh anta tmaonmnyalof t he trees include
with folk tales, mythology, and | ocal and national hi
vi ewpoints that consider Enagll,i shhi sotaokr itcraele s ctuhlrtouurgahl ,t t

|l enses, that, I argue, make them a unagueefoemabdbionBrsl
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ording to Aljos Fanpoentboahkei sh ahEn@&logmdesihd Lamdis

its number of ancient native oaks, having more the

county of HerebordéHi)l)re FaAFagojnomna2@s2s 3 his phen

i tcsh ttoeeg taking photographs, and drawing from hi

how they developed and yYWeadeée neadwomamadgede, Hias1dc

why England has the most ancient oaks are drawn fr

English social, cultural200nd Holwietvieag!l Fraggtomr ypr (0fp:

|l anddés grand estates, based upon the principle of

chil d, most often the eldest son), that emphasi
up 16, 260 mMa3d saedr d¢iabarud éhradd of Englando (Farjo

uablLetbakefore, could be said to embody (and just:i
tections, and the stories that surround them, pr o\
ceived to be naturall iatngdr elnldwrdamdy,f ibggu mattiuw el yo fr dac
ample of how such ideals become tr Soaf ofr Roytad Orde

Al 't hough now a faBSononsotrBRenpahi Ohak,nemawbtugidght s
ndent tree of AThe Royal Oako, an oak said to he
iamentarians in 1651 (Miles, 2013). After the res
for pilgrimag&Samiaedo Peipyg twem di7®r2i, the treeds p
a physical memento of a famous period of histor)
i me i 'ntearmteureyar(l@e. 1&soe opiree 2B & original eventds hi

y6s |inkages to the crown, an acorn from the ori
Oako, perhaps an unsurprisinglythgemsdelreas tgat er
notions of male primogeniture. Colloquially, the

inctions between them often remaining subtle and

i rasrsooycalati on from the parent tree both in name an

from their father.

art historian Ghiesti &@hanPagre;ndAuedssirn nZ®1II tt st
n the grounds of estates could become both a syr
representing literally the Afamily treed as a ne

i macy within the physical (and visible) | andscay

ome, in part, an enduri ng asnydmhbboyl eoxft etnhsei omo hiltes fcd nai

l es and wealth. The tree, as an organic metaphor f

eading its roots deep within and aciessenbe sarvie

ntity functions in the service of elite property,

lines and inherited wealth and status. They t he

what Uarel sOrl ow calls a kind of Aplant hauntol ogyc«

the past that |ive on in the present and remind
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is is particularly i mporAramar eaasl aH nagposuwirbtastrts e r my a g e
achtaisceed research discussed in more detail in Chapte
med either directly or indirectly in relation to tt
er eframeea t p® K ehtet d(siFs@p.ki n Nor fol k for example, signifi
bellion in 1549, a revolt fought against the approryg
closure, which removed the rights |lmnfdeaedcedsheankrpr.i
the fAiGreat British Treeso |ist originates from t he
gacy in relation to trees, however, relies as much
28ridg the Platinum Jubilee celebrations, the then
eenbds Greaeaenpleamobipy®,initiative set to mark seventy
e throne. The ritual of tree planting is a distinct
signify specific vihairtasi éhs byndElit habememblr sKiof ¢
wever, often framed as a t ocdludteod pwietvhe mt tohre ciunrittaial
dentification of seventy ancient woodlands and anci

ee for the jubileed (The Queends Green Candhpy,p 2022
|l ve the climate crisis, however, has been | ong crit
derstanding of ecological practices. I n some cases,
Bdudbsi di sed(defboest2ad2dhn.

cording teampSiamdrmdnnandem tree planting, rather than
vel opmenpr @esemtt r2zmdiyent woodl and and forests. This
mamsd ,t rpeeerspet uated by a capitalist economic model (

scussions often rely upon on the economic value of

ung growth trees, rathereddramavéd ei n ntheeiretnitawatl uleb it d
bstanti al carbon dioxide storage, which ends up cor
wn and burnt, releasing the carbon back into the at
sues, onetbegngntdréebepbaher being pré@geaeroviing sarndioer
mmemorative tree planting over conservation create:c

eserving and developing whati eing dlrreeasdy nt lweoroa. amuwr t

|l ue ti mber and are cut down as a result, it begs t1I
iti sho Thaee Imamtaged to survive while others have nq
eenb6s Green CanopyoO hlahse bGuésr deneathe r onmant altreper bgr
e notes that several of the Queenb6és Green Canopy cc
mpany Drax, are not only linked to gl obal deforest:
cording to Louisa Casson, head of foresssstbem6reer
ght help to plant is a tiny fraction of the number

insult to the volunteers taking part to use their
forestsatitbhe avord do (Horton, 2022).
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he complex relationship between the climate crisis,
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ials, and the use of trees as emotive symbol s
ings) spghks backheo20B2 6Great British Treebo
was initially based. Twenty years on, there i
ficationo of seventyjaotieotgtowenmnewfitpebs pwur
ny of the UK6és most i mportant Ancient Trees, t

e trees themselves have diedo (The Queends Gr e

ication, however, appears to have-pannitntoenti or
|l ate from in relation to what their Aidentific
anting in general but critique its wuse in comr
| @atr | yo whleend nwi t h preserving exli sMangusopd2add)

ntinued (re)producedg ncaorrrpactriavtee, ienstpeerceisatlsl yi nwhte

tation, could be read as a distraction techni c

preventing climate change. Additiohabmy, due
site of AThe Queends Green Canopyo, it is diff
conserved. To riewthers edFdaidrk ntgo tthhée2 IM@dlrhle exxfp I Bie nes
s i n whadh ogme metdi K niomwfl®@dge | earned by what sh
escendants t hr olugrl eshseitrh ec omepw etxr ereoso ta rsey sgreomsn
edgement that it iswtiHhHdi presrenmaect itdred rwigtem ed a «
practical reason for their propagation other t
nvironment al i mportance (Simard, 2021).

r n astuec hr efaodciunsg oonf an ancmiegnhtt tbree etbhsa tg eanreetai sc o fe sy
|l ar trees and their association to the monarct
ce had, requiring them to have an ilnlausi on of
e of their importance. I n addition, it is wel/l
its wood having besehi psedheghehsedvebyEngl ahd
wers;,, Ré&whidampe)l The 0sly8mbol i sm of the nationbs Hfhe

of the quality of oak timber, an acknowl edge me
as the skills and techmnotogiaes owmi ol wetl enall
ke, 2002: 35). These cultural attitudes of the
ir relationship to national identioly.tdhckasée
oni al i sm. I nstead, this information acts as ir
cient trees in general, are encountered both

eeedofanciento, I now move on to a brief anal
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Defining tHer iAtoangseer tvarmyitonn and

I n this section | draw on botanical research
anciento to describe old growth trees. As nof
ot refer to a specific awe thatt h e sEhpesdi ftioc ag e

fi
n
section focusses solely on the oak tree to ex
constructed through scientific and mythologic
s

peci fisayartegersi.b ud edr ¢ smh&Emd!| it akes many for ms d

ong hestosyto the growth oifsotkatrtekeey agrdow hf
hundred years, mature for another ,-Staemmdpealecay
2018: 35)

|l 2024, the age of oak trees in my case study taken f
hundred to agifroausiamat glemresne |l d. Al though the younges
Oak o, has a morieteobasduageo nigt s-crad Il &tdi Viea nyad etnh ,0 rmma rey
study, and ancient trees in general, are consistently
rooted in science. The ageimgp®di alrleeswhémwatvtee mptisng
purported as ancient. Ancient status is applied deper

physical characteristics of the tree, beuat. aAss o hteh ewocrt

@

nt o, when used in relation to trees, figures b
as tree conservation), it is important to outl:

isnfamr ms t he status of certain trees and, in tur

D

tatus. Though primarily a practice set out to

,_,.
X =D o On
n

=1
Q

o (@] > (@] (¢}
o .

ively ecol ogidedli.nefsc cscert ebiamge dtbhop ntthhee n@u Tt e s hl nv e
, a treebds aesthetic or cultural interest pl ay
to (The Woodland Trust, 200290y .wiTlhli sb & nusee o | taogy

by which ancient status is placed upon cert ai

(]
w o O u ou
—

® »w >

cology and environment as a result.

According to the fAOperations Instruction No. 310, a s
Special Interest (TSls) during forest operations, or ¢
procedures aré& itnepbawhith pmnwotefiecological, social

age, character or past historyodo (Spencer, 2013). The
category, and extends torfi@ancineniableeber amrechampison |
which are placed within their respective category (e»
size of their trunk. I ndeed, both fianthenspeaindi dviei
trees relative to their species and genus, however, t
independently of each other, or even as subsenitutes (
places them within three categories of |life: young, T



fo
Al

w h

be.

co
Vi
as
f a
cl
di

ar

- c o _
o > =]

Ag
of
f a
da

us
ag
t h
de
my
ob

3
°
o o o

25

restry proverb), the |l atter being an umbrella defir
though age plays a factor in their definition, biol
en anal ysa&d mmoea pfl arc emamnael produce more rigorous sci
As many ancient oaks, both in general and specifi
mpl etely holl ow inside, tchoeunttriandg ttihoen arli nnge t ghroodw tohf té
rtually i mpossible (Farjon, 2017:24) . Farjon extrag
Quheee n Eloiiagh e®@ahk 5ly as one thousand years old or mor
scination, perhaps |inked to ancient millenarian be
ai med tbobsanmwmdi ykbaus bDhe sl ightest evidence. Such
smissed &s memd ifomlsklodr t hem as probable ages of an:
e misleading.o (Farjon, 2017: 25).

| at er c onolhued ensa ntyh avta,r idalbel es, caveats, irregularit
thentic age of ancient oaks is given, which also ir
ring various |ife stagestofiaatresj dendeanchaeolbddi
agmentary and uncertain the evidence becomeso (Far]j
, I's not the only factont iant adtede.r mi mitnlge aguirckel iarse ¢

q
—
o

—

the Ancient Tree Inventory (ATIlI) project, a t
ines an ancient tree, as wel bmasspkosespbhégfAnarenol
2). The Woodland Trust, however, includes further
th, and girth of the individual tree. Damage, gi-r

r acst dgrhiast idefi ne trees as ancient, however this is

o 2 9 N

vitable with age, is not exclusive to the process
become complicatedowiet Qes@oih| @Alstideatb ¢Hrdeveds, sapnldi t and

he weight of their crowns, causing them to bo\y

® Q9 oS
(0]
=
—

ntifying trees with symbolic meamiaqc uroatbhe trme & her d

—
0]
=

mi ning age, particularly with trees claimed to I

e, therefore, in relation to ancient oaks, rat her t

(on

ol ogi cal and cultural associations. AAged in a ¢
ctor in daetsemamicniemg autree® the | ack of evidence to

ted biologically, cultwural history, including myth,
rtant? Age as a f acateorori mandethg remitni(rsgu cvihh eatsh ear ta eg
e trope in conservation practices to give weight &
e is a means by which a tree is iathrphbatedt wonh Ewd
e outcome and process of aging ancient trees which

monstrates it as a practice that blurs the | ines be
t hol olgkyl oorre fcoan even influence public policy. As th

servations fAare evident in many facets of the planrt
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on and conservation of mature trees [é] the | z¢
date |l arge old trees into the newah@@emnscape f
a focal point of the new developmentodo (Jones ¢
nal emphasis of the sociocultural nature of né¢

ten attract more attention than old conifer tr
rel abhbemnso wht cdr binatde dwhail dh i @dd ayeat sfyumrbtoH @ rs ks

e associations (Jones and Cloke, 2002: 34). Tr
ions, which in turn rpowéoscaré¢éhehempelsesvadi
cted, produced through a combination of histor

es a complaxiersiefoofindetetrand oak greses is t
cultural and scientific entities. As in the e
and society into one.

ngi Batck:oaks from |l ittle acorns grow

I n this introduction | have so far provided b

beginnings, an tbatslidne ecsfeattrltdy mmac pihoe ogr aphi

some navigation of theoretical frameawioc&kstoTo
focus on the English oak as a case study, I h:
the oak as a cultural construct. To conclude |
overall thesis structueachogrampmteer WRA@the ac tba p tee
Tr uaark@r owndr aw inspiration from the anatomy of
to the growth of the project, beginning with |

however, one mu.satn dtsrcaaweel d ¢ dhir ©iugm tao bookend tF
sections using the same title was made to gui
| andscape towards an oak tree in their imagin:
downward t o t hree omkwisn g owgueghk ,dbsafrtab ftihredIrl st rt o
sprawling crown. After experiencing the tree |

into the wide expanse of the | andscape to vi e

ve outlined, what began as an interest in nat:.i
drawn from the materi al |l andscape, l ater matur
tion of thwel toarke iinn croelt @tmponm atry @l ant intellig
tion as a case setvuodyv eodf itnweol vaen heexrpiltoargaet i ooank otfr
of its | ife and throughetslker sd¢ rapg eqi feisc (pvtho tcdigr
ed in detail in Chappreacbbhshdegehgsomet apus my
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the Il ens of history and myth, but also how the oak i ¢
to the study of plant intelligence. Principally, this
experience of ttheéesnotroamscldl vérgué ng, representation |
ideas of coll aboration. Although the project remains
objects, these multidimensiresdlriantiingtitheapmrkecadloea
and historicalacphr ephampttieces odl othhe. tBesis is divided i nt
material form, starting from the ground up.

Roobtesgi ns with an analysis of photographic methods an
of photographers and artists who have mad®r evosy kason, ¢
Subjam@tees as Mat-etroi aplr cavnidd eFoar ns cope of contemporary
photographic artists), to position my own creative st

how my study provides an orTirmmkl nalut¢comeritihet icomat @ vien g

includes detail on my ®thbeeeahdEwcdualeasti O©trganpro] e
Perceiving) ,Phtyhtecicrh obneec k gr ounds, photographic met hodol
outlining their individual strategies, Ah Ebehogpveftc
| magesxpl aining that by viewing them as a whole, rath

forms a complete photographic oakbased.r &dseaheh prakhes
an exhibition, | ahalsesithicf champdteor iwadtvhenaitnmfoads macd dt o
devel opment of the practice and exhibition strategi es
trdarownl begin with a brief introduction of the thec
and my understanding of its complex history. From thi
photography and howr wes ki ngotijieetesydhwygdEeagryd ( Al oi

Mar de?2 02 X)entta edda hei nhupnhaont ovgoriacpehi ¢ practice. This is d
di scussi onbBerplgat dg namhil dsboasmelde xphot ographs may come t
point to .t hleitrhernefceornecnltud e bbya sreedf |reecsteianrgc ho,n itthse rperlaactti
pr acbhtaisceed research has answered my research questions
unable to fulfil. jJectosef withe, diems!| Ganrdygngietowrir p@t ent

interest in the discipline of queer ecology.
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ChapReat 4:

Ananal ysis of photographic methods and
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l ntroducti on

Tree roots for memmydindgemamy. plalrey odfrea used to | ocate
from the soil, they partner with mycorrhizal net wor k¢
i mpede thei BhdedeBRBRgMhEnanf@ can form | ateral mats j us't
the earth to prevent nihteh2t0r2eg2@Af rRamotbe i amge uph® oft euwn d &St

structure of a treebds I|ife cycle. I n an anthropomorpt
ppant due to their ability to collect information and
require, such knowledge. I n addition to plantsd inder
themselves, mytbathizak nhegwbhé&s with plant systems i
produce innovative methods for intelligence gatheri ng
knowl edge akin to the process of research that wil!/ I

The following piece of writing i®asedampalgsi si oheplbot
broadly speaking, have made work around the subject ¢
and di scuss t he ccornecaetpitvse tshtarta tpehgoiteosg raarpdher s have used
forms of portraiture that capture them in their entir
di scussions are then placed in teftatlpn bot mpgowhepr ¢
di fferences to identify gaps in knowledge. First, I
subjects. Much Aribkoer enayl oBwmhchopusnetjearcst i sts deal with conc
treeds individuality, or that which makes them appear
associations with human events and mdali sttisomwshli hsa vteo |
devel oped projectseeds chbonpmhesstichods atheir | eaves, ba

met ho@rsgami ¢ |lanmPRreasxcxiioonsng. Phyt ochr ome

Before coming to my |ist of photographers mentioned i
of fifty photographers. This | arger selection was prc

my chosen grospexmpl emisug ea |lwiwhe range of perspectives

contexts. To do this, | drew on my own frames of refe
crowdsourcing as a soci al exper i mesnotc:i all ansekdeida mnayc cpohuont
(I nstangdwa mt er ), t o respond to me with photographer s/ |
trees. This created a |lively public dialogue that il/|
resonant to other practi ttihome&r an,g wtbioawh It rfeesnd npertovbuc
relations. I also conducted my own research wusing onl
several exhibition cat?FIromgudsitshdti sftoomuds fdrf ttyr ded hiem

2The exhibition cat dallheeg uTe £ emeé n(t FRPdave-dogfrseeptiReryemaud, 2011) , pu
Publications, L.A. fealtrurF oagu saeotr kh laf er Todne & Phaeu le xGiei tbtiyi i Muns e um f
July 3NdugolLésFéantbtaeson Cartier pour | dart Contemporain, 2
same name fdodmvémberll@ihb 2OB&9Woods: (TMaretsi n nB aPrhmod so,g r 2001h8y) ,
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project to find patterns in creative methods anc

spondence between my work, the subject of the oc¢

S

n

n S 9 0

al |l ows

above.

|l RPart
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a dveepsactriangenefscrmatfi nal choices ar e

Europe, the U.S., SdepbhhaadalSpsibeabtsaAbéeat edo
f the original fi fgtaynipsheodt d gnrt adphheiwod ragriotoiesptss: Pabhyitc
s Subject, featur i-h§78,0rkr dryce&/) ctBar RegaabBoddwdg

De a

n

(b. 1965, U. K.) and, Myotuagr &dphiLe eMqbp h dlC

s Material Form, f ealt8u7rli,ngu.wKo.r)k, bwo:o nAgn nSao aAkt kTien

re)

Hannah Fletcher (b. 1989, U. K. ) and Seunc

rity, my decision to |Iimit the number of histo

om
es
n t

and

t

he wider conversation. Il nstead, | have chc

and c omtsd gdreap heixep eprri omeenstsad s pthhat speak direc

(o]

include historical phot ographers is also

certain photographi cbyr\Wiccetsesre sRe gsruathl ta,s wh

tree not just as a subject but also as a mat ¢

i nt-eatgsteimehatmaoans and their hissmpansead troot

and

me

t

trees in photographic practice that consi

o establish my own photographic methods asc

The Arbofreals Pomttrtae tphotographic strategies

pa
out

t e

fo
re
war
nt

cr

onn

o o o o O
- n o

e

ticular emphasis to the relationship bet we
bet ween the chosen epshotoougtrlaipnhienrgs tahnedi rmyc roov
s. By doing so, creative methods are discl
hni gues either compr otmhe eartri satmipd i Styr dtheg it
on whether a treeds context makes it ar
structed both iRatthel i maghobogohplaind Mor

the combination of plant matter and phot

c
S O»

i mage maki nge n t@rfhitee gt rteleids rbe U lotgd cian tph o
ati vieopinmaiirdeadvetf or@ugleveari ous cul tural,

ctions between tree and human worl ds. My &

make a conscious effortn ttohe emrtacce ssh eoft riemadge

|l arly when organic material from the tree itse

work from
Resear ch

t he
2020) .

the exhibition of the same nadme2mal Apati |t R 1\B8&A |

conducted using online resources for other exhibif
unavail albloe NbeatDeseéroy: Tree(sTheAr@qgntaewrdp dreavri ys hd elvihiosulg hMu s e u n
U.S. A, TR®1BOdt ani cal Mind: Art (CldMynsitinciAsin £€edt r kAemolays thio o , T Ue

THagpwar d

Gal | er y,Seleadnsdcoam,€ slo. okF, i N 20a)t;e1s €«i ons Gal l ery, B
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Par t | The Arboreal Port
Trees as Subject
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Victor R@gkmatudedsat Srth Laurence Chu

Victor (RegmmuHdanri Vi clt-®@hapevlalse boF nadnanye AA atcohne Mo d@&errnma
in 1811. A friend of Fox Talbot and Sir John Hershel,
particular interest in -FfogatTial dagmecdNnN)y.e @B Bcdhne nd@i Bs tt haen
physicist by profession, Regnaul tdés specialism was ir
research to the domain of photography whilolpeirncl uded
(Poncet and Dahl berg, 2011: 392).

Al though Regnault was considerediiseehkpiecal sexperatdi i
several accolades such as being elected as the first

1854 (a French or qqadwviamnatei orh oft ogm daedh yt wi t hin the arts

personal phot ographic archive was rarely -@Xhi bited ur
According to the mechanical engineeavyr iS®bRlahl eear Ponice
cawrittehhartégaey of Henri Victor RRggrRraulttbsi mpiphe® aamht
phot ography was mostly scientific, eschewing any forr
Dahl berg,3AZ0the Hhd3F)t.orical anthropologist Elizabeth
feschewingo, early photographer s such as Regnault st
printing and toning, paretni ctuol abrel ymoarse caeurtthaoirni tfaitniivseh eos
(Edwar ds, 2012) . Despite his personal Vi ew, Regnaul t
ranging from stild]l l'ife to family portraiLasraemdedsands:s

Churcho (1916), a photograph depicting a now fallen e
wrapped together by a( Fmigx.tlulr)ewaosf tchheaidniss tainndc twiivree sc har
whi ch appear sl tt owihtahv eg rbeeaetn chaurie, t hat initially drew
remain present in contemporaMgjpr,a®tk o @akfc ofosyearlv aQai

as exampl es) .

SLaurie Dahdbeo gt he baokteomr iofViact200005Regnault, an exter
the sameéeisltubdedVjctor Regnault and the Advance of Phc
Err AAmebhgdri scussi on ofn hiien esaeecknttiuhn y r étkehaer seofafreocutnsd o f

industDalll b smmgtReedggn@aul t 6s resistancea tphohagirmpharpulloi
his friends and col | eatghues sii bmhrog & coroikn dgc udlHtouaaky raanmt haigee sod
Eur o(pRodncet and DaDebepige 26O1EF,; Dahl berg notes that R
particularly his portraits of his familwysaiemtdd ha ssthnd s ,
in phot oagpuaphy ambietnt@mciect and DRFi)hdec igsa Gklelelp: hi s

photogrd@maipbs vehye, shown onl y stee midrogdter tifdr whelaiskhs dand f a|
i parti dihphet iacddrnv apbemegtrhampdli dagoitessh)n& r el atatve anonymity
l eastnndhe | ast Hiwo rdeelcaatdievsee obscuritwmagshaumpabbsbidting
wider awRegnaesbt o sciephobtograephyri patinoomd! pylry ghail 4 |
ac(dhe process otf o hreemrmao veas pdpart bbdydcgavpeblNadpte ronl y does t hi s
provide information as tonRpboaobtéadphhcshostoal, signeé
o atkr e e a@arngdanaitearsi aal component of ear | yWuphdteagrsapleingtee)
roots within the origins of photographic practice.
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Fi.b Henri VictoraRe§nmnaulauyr ®©a&ket s e€hurch. 1853. Coll o
Royal Society, London.

Building on this initial interest, I conducted visual
historical conservation methods, and how monochromat.
bl end alypman sahmudnpnhoenn o mena t oget her. On cl ose inspectd.i

emerging from the ground below to support the oakos |
anat omy. I'n my view, this etrattegyedsai akiehtéednhbaboas
wall and its trajectory. The wall also appears to mai
tree and the ground beneath, at | east ftiomstkheepéuspd
mai ntained by their rendering in monochrome. The text
texture of the treebs bark so that when the i mage is

i mmedi atelyi osbemphasi §adsfurther by the choice of Dbri

t onal range of the tree and its trunk, in contrast tc
i mmedi ate visual di fferamdeist belh wmam @astpecvyesntoifon har ¢
appearance of the chains, which appear to have been v

keep them from splaying and splitting ghegtfeemi hhewc
treedélsand glhdugh towards its main branch, perhaps for
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centre of the frame too, reaching up -laddeagshrda&ndcthe Ict
di fficult to ascertain with clarity if this is an adc
preservation metbthod&ks(amniddenofrtam)tlabove feature as p:
techniques used for t heprsdjkediter ¢ alagEnfcheewr taerngs telvii d emyc

humamade intervention, even in a ttrheee mehti wcrha Imiard toh eh ¢

Compositionaddk ,t rReg nadudlgtbrse i ghrhdryi md ft he central foc
surrounding environment rather than dominating the fr
strategies that follow Ih othiwhsebtpositiaooludengr eng
the i mage. In the above example, the tree shares atte
photographic strategies but also thbeugheitesutlitl|l ohagt

archival properties, rather than the conscious choi ce
in monochrome was a conscious decision, the tonal rart
phot ographitct sng attheegiwiss ddla di st-hmmanm oqwulbjed swteen puenaa
oak from sinking into the background. The tonal range
but more emphasi sedr bor eamly )Bpmpoecaurnsth ggeos rfeodruce t he i mag
contrast, arldrogve ntgorfegs tmdo dmer ge more seamlessly with
this, visible in both Regnaultds and my own work, are
with the tree and its environs as a result, rather tF
due to the restrictions of his time, are more | imitec

not cons dieadwd ear Mdeloiwn approach to tone and colour e

Regnaul tdés i magery, situating my images as a form of

Tacita Deanb6s Majesty

As a fil mmaker and an ardent supporter of celluloid f
fil mmaking is an intentionally analogue one. In 2011,
department of Soho &tlmrafhésshnobhahdbab tbaeptant 16mm
Dean authored an artiSalve tcel iThaei Gudkfidirga amhtyd sdti sgai kt ea |

technology cannot coexi st. I n deasrcirtiibeisn gb ehtewe epnr oacneasl so,
phot ography and fil mmaking through their mutual, di r e
l east in comparison with drigliatailonshkihmotlo gfiielsm bveagitn g
shooting, and ends in the moment of projection. Al ong
transformation that i mbue the work with varying | ayer
from the digital i magresusd tpiixe Ino,tr cwrn Ichysi ghmu | vsédorosreutsh ienl ge
something to do with poetryo (Dean, 2011).

Al t hough Deands fil mmaking is not the subject of this

out the wider context and philosophy underpinning her
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Fig.Taci Dafbeae@d00b5d4ex 6 in. (10.5cm x 14.8cm) Gouach

materi al aspects of her chosen medium, informed by he
photographic work and, in particular, her series on e
Dean studied her BA in Fine Art in 1988 and her MA in
1992. Following a group show held in 1995 Geyetrlad Br it
Rel ease: YoungsBei tobsk AoOtipsosminence as a key figure
Artists, or AYBAsO. Since then, Dean has<awer lchdlikn mt

drawings, sculpture and photography.

I n 2005, Dean cmDedtoedne@2@@®)essanaomleldecti on of found b
from her personal coll ecti ombedap) QIOM&®gntiregst hieiom hac
whi t e, Dean built up a collection that separated the
of their tangled branches and aesthetic formations (F
pronmptoence again by a series of o000t anbaegdaetniztecesn ,r e Galt 6e)d.
I n an interview with tIBembo9®ddrtdetediflre yt lEaigepmd dess f
making of hMaj ggit006yr apbting that Al made Oztplhetrogr aj
magazi nforctadilreebl padapy ®odtictrdemi nded me that | had fo
The Forest of Fontainebleau when | was in Kitakyushu
why would they have sblmang pé$ttantiways Revdat hat i

going. Il 6m now shortly off to photograph similar tree

This new projestala tsrerptpchs (e@arge Fig. 3) of ancien

i magMajogdstywe name of an ancient Kentish oak (al so nan
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years ol d, situated in the village of Nonnington, Ker
Maj esFtiyg. 3) i s depicted as a vast, weaving nexus of

reminiscent of Deands Dpfevime@20iéeeeasti vepaenthedswifoh w
However, rather than painting over the background ent
through from the under gi# ovwteh pecan jhfgrltff hg nwigdhhndow. oThps

a sens-erasaupartsoftening the treeb6s surrounding cont e

attention away from its background. This emphasis on
phtoograph the tree in winter, is also highlighted thr
the decision not $toalusei magesroi nthees|l wageat | east g

experiments wit habrldasc,k aa nnde twhoidt ewhpiacsht i s al so | argely

monochromatic tonal range, with the use of white gouece

Turning to ideas of process, the care taken in her br
which there are many) and the decision taken to al mos:s
draw emphasis trmomt hBheoakrisntuhs quiezd oal so provides ins

attention gi vperno dtuoc ttihoen .t rAese tphoestscal e of the work st a

Fig.Taci MajbPse®W,06. 118. 1 x m)65 .G vianblge3dah pfhickt2dxg r ap h
mounted on paper. Frith Street Gallery, London.
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require the space and equipment | arge enough to print
transportation and subsequent exhibition, it could be
t et enti on givenotdacthentr As pbetscale of the work st
therefore require the space and equipment | arge enouc
transportation anidt sudwsledqukeents aixd i tbdird tiaonndyleo oy i fndr itthse
vastness of the treeds f dramp.e slrepatnhdesr dtehcains itohne ttor etei 6tsl e
Fredville Oako (a name derived from the name of the i
physical appearance asMajtesstsyatbuatbyowneuaf qukr ééesanc
Fredville Park, all of which were historically given
beiStga b eRleyaiAsylaj esst yan i ndividual subject, and the cre
her processes and naming are intended to elevate the
hard not to conceMajeassft yahegrorghatidagr aiphte sef met hods al s
Ar boreal ,Emcho ucnht eorfst en connect to royal figures and c

portraiture.

Compari ng Dedmndsmetdd OTD easjweasitsyo reveal s the significan,

trees with cultural value. Whereas none of Dean6s pos
trees Mapessttagndd,s out as eponymous individual, both di
di spl ayseccallearagse i f to both emulate its naming, its ph
encountMal ewittythr edvi |l |l e Park i rtndlgy @gxlhli dvimo eshe tathiep@.r t M

Treesan exhibition at the Haywar 20Q®&Il, | ¢ mhye,r eLarsd caro, dwlui
Maj &é&st ympressive ability to fully immerse, or envel oy
and curatorial strategy of i nPmeerrcseiiovn nigs Pprhuwtk bicrtrd aperma c
a series of three I|camm)d sdciasppelsa y(eeda cohn atto p4 20 fx e5a9%c.h4 ot her
crowmi2g. 22), &t egewht h two additiomlalt patrtgiati tei t(bOr. 4s i
central column, displayiny9 the3dirkedbébPeandenpgeidnbramdrfl
stratPegices vi ngabPmpgt oohcomé r ont the audience with the
uni que characteristics that present it as an individt
met hodolAo dpioe € all neEmRea wcreti evrisng aBhyoboombBr eme portraiture,

influenced the workods niand nRlegnanulrte,f elrcetnhc ep rt oj ebcottsh il
their genus, but also their specific |location. I n doi

relation to its form, but also its individual history

‘'t has been difficult to glean so far where the names Maje

named so locally, and that their names relate directly to
namesewehosen i s, at the time of writing, unknown. The ear |
in John Evansd travelogue (a teacher of geography at Pull i
Various PadtandofofttGe eat Britaino, published in 1805. They
Struttds ASylva Britannicaodo, published in 1824. However, o1
appears di rMacjtelsyt ypbys naalntee.r nati ve name, as | mention above,
by Strutt. Atfceonmtdimy 4wt hdre ROl ian Boys Behrens, two of tnh
house were known to have been flourishing in 1554 and were
(Behrens)491DwReés to the | atterds naming having consistent ass

original name and, if so, therefore places its age at arou
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n Baejfdn Korea in 1975, Lee studied photography
He | ater gained both his MFA (2006) and his PhEL

tly Professor of RmotGygrommbhya nat Skwurhg iKlorldmi.v drns
D research, Lee set about to materialise a seer
op, visually separating them from drhienirs marttur al
di o backdrops used for photographing stild]l | i f e

ehind a selection of native tr eesncecnrtases aodut h

a n e ogu stl hye ndtselbpdi icht dimel out of context. TSresveerriads year

Alsreceadi g. 4) wusing the same photographic met hc
ut heast Asi a.

araphrased version of a |l onger essay, publishec
es how Leeds series fiseparates subjects from tfF
n subject 1a0n)d ilmmagsehcor(tShitmyo 206hi ngs occur si mul
depicted become highlighted as the subject thrc
use of gouache in thehpreveeusremcttenenbyrpac
es are strengthened and brought to the fore. Hc
, the act of separation itself al sombdlgcmmes t he
ucted to disorientate the subject matter, chall
ey were made. By bringingitbgetherndi mMheeentl Bc
ops whichearentsddideoospllcegsmul t aneousl y become

ape and a commodi fied product.-aAg ,thédebaulddrag
d to question whether théydoastooakitngenat oa fi dr «
tion methods were used that are now hidden fror

aphs of trees themselves, but photographs of t

introductBmhthodanirngaterséegegmewi tadn stil |l i fe,
that Lee fiobserves each chosen tree for four s
e just one image per ybeecaiotwi gSaddamdoan2@hXnodd)
a harvested field, possibly in autumn, is just
al, aesthetic conclusionproédchheotsekést ppgkt beE
form of depiction are, much I|Iike the treesd ov
, scaffolding and the backdropb6s exteapgplle,d suppc
their production expensive and logistically cc¢
hes each image in Photoshop to remove fithe stil

i on away nfeyom?2i0Hi&g)tr deso e@kdatree is a different
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Fi.4 MyoungTrheoe..L.@@®133. 31 7/ 16 x 75 14 2tipri&Q .x YDG2Bici
Gallery, New Yor k.

Lee uses must t her efeoarceh boef mahdeem,t o hnuesa seuxreempflarf yi ng L
acknowledgement of the tr-eebenshndevicdeati matdeei sBante
encounters and are an example of sl owtl oeodkuicnagt i(oannadl a s
researckhedesShiabées as Ataking the time to carefully ot
help] discern complexities that canb6t be grasped qui c
encount erdsi wiidualant riene are experienced with a mature
where | I|ive in Herefordshire. For three years | have
environment al effects eupoinnfiotrsmevde gtehtea Id ebvoed yo pwhei nctha || aat
i magePserfcoeri vi ng (Elhpapoehr omhg, taking form as a series
tech

photographsfofphaotmgtrlapd i ng.2 5A X 6t3Me BB ei nsal goews s(hFuitgt er s

ni cal nature of infrared phphogo@apapglendi ra sense

capture the effect of wind moving through the treeds

that act | ike Deands brushes of gouache, or am ar bor e
emphasis to its form.

I n part, this discussion relates to Leeds photographi
al s be thought of in relation to Regnaultdés wuse of r
the oak and itsienrronfindshgucbnservhéeeds met hods, hov
around the tree to block out i mportant visual and ecc
the treebds |lived environment , nwhkemasDRepginheal|l téds matt
the treebs individual features, it is his photographi
i nevitably becomes prioritised. I't i s imbjtehdtss,sense ¢
something which | argue is supported though Leebs <chc
subject, Lee decides not to disclose their genus or |

referring poalyhém nhommbead (e.g. Tree #1). This sits i
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above, in which both the genus and their name, if rel
only does this inclusion provide important contextual

functions as ai aoreafnesr otfhé dternaea f iicrats o me ¢ aAsrebso rneaakli n g

Encounttelriss form of tree identification is developed

their hi st or(ys eeanAdpptghhetih ixc ptlidocnect o contextualise them
history. From this perspective, Leebs trees, although
ironi caltrpydueed to the audience as thei badickiddwa! it ®e ht
treeds i denneitn fesexmdshteirnegf oarned, obj ecti fying tropes of

function as the subject of photographeéexi smeehbeEwvil 0gi e:
beings.

Barbara Bosworth and Americabés Big Trees

Born in Cleveland, Ohio, U.S.A in 1953, Bosworth | ate
fr €m!| unbhues ,st ate capital. After studying @tl®o5m i ng C
earning her MFA in photography from the Rochester | ns
Phot ography-basetth®MaBeathnsetts aZeht,ebradteifr iAmg iamd2 @26
t hisretvwen Bpsamwmst hds artistic prpaccttiucre ntga knehsa tn asthuer er eafte r
Afovert and subtle relationships between humans and ¢t}
considering human | ife as an extension of the natural
ofatnure, both in her personal and artistic approach,
overarching concept that drives both Bosworth's over e
her €édames onl IWdrédeessent ), particularly as almost all tr

human | i fe. Bosworth reflects on this in her use of t

Fi gBarShara Boswer tBaampnah American BO®1l.K&ndadas8, x2001
(19.4 x 49.2 cm). Gelatin silver print. Smithsonian /
200
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fil mmaker Davi dAPLiI tabat Waogk thih &aa bbdiuottgdtsh en ottr g @i stl t s e
around it, as wBblswofBhswodth)| i 2@EIhjetdl edheoonriosai odfur mi
an aesthetic decision, but as a means of examining ¢t}
interlocking cultural and environmental el ements that
Much |l i ke the ways in which the Aebotagle Emeesntodér sny
Bosworthds pictures depict the trees not in isolatior
live. As the philosopher Emanuel e TGoec cLiia en ootfe sPlianm ttsh e

Met aphysi c s foofn eMicxatnunroet 7 nseeiptahreart ep htyhsei cpa liafnyto mot hme wap hy
that accommodatides The HiCowlcagiast 2MeEartlainng | $hde ILd rf &2k e ,Hoawu tl
Make our Worl ds, Change ournoMiensdst hansd pShhyaspiec ad u ri nRuetgur
radical and symbiotic ways through his reasedartced i nt o
l attice together with other organic r Ghtel dormrkse, 20QI0 ]

These examples embed trees within the vegetal and fur
net works with other ani malumd.i nsects, and humans abo\
In Fig. 5, Bosworth depicts an American EIlm within gr
whil st on the right, wooden fencing runs from the bac
falls towards thenfgoweghotuhd whschl eawi dth of the tre
grandeur that places the viewer, along with the photc

contrast with the centrality rofi ntahgee sel(nk,i gar e )s wbhtelree,
relation to their human surroundings is far more Vvi si

over |l apping feat urheusmaonf, tthhee yh uammaen aalnsdo naonph ot ographi c

size and materi al presence of the tree. As Bosworth ¢
recognizabl e human artifacts in the scene provides a
proximity to a fearc,eoor( Beoshvioaoydl,e 200r139g . Rel ating this
proximity and the enormity of the oaks is not my prir
trees and indicates their hbheanhiagbkbicght i ohe oakiai as\
heritage. My c¢choi ce, however, di splays their referenc
Bosworthds personal reflections on the uspecdfs mdnochr
material culture. As Bosworth notes

I n a-abhdwacke photograph the world is pared down to

that red sign or blue house or orange fence. | wa
its environs. At ti nmkessi dgm taakceos oan pdiroe aotgerra pihmp oar
I n these photographs, I want us to be aware of th
colors dictate their importance in the scene (Bos

This contemporary use of black and white rather than

photographic practice, visually flattening the time |
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Fg6 Bar bar aNaBtoisowoarlt hCGhampi on Val |l 2990ak9 Ta2ixXo023i hu8
cm) . Gell ayteirn print . Smithsonian American Art Museum,

visual signifiers of the past (Grainge, 1999). Boswor
interconnectedness bebhwman wbel hssmansianmd bhackoand wt
ma-made phenomena firomalbovepresednog a&nheé wvndividual ity of

own use of monochrome at the beginning of this chapte

| The ArboréahabPeranaitysed four photographers and thei
Beginning with Regnaultdés photograph odalalnias adacitd e e,
devel oper (explored i nt hneorues ed eopftot eirnnnfi @i aapsty eap hlolt o ga @& ¢ |
Ar boreal .EnBcyo uenxtaemrisni ng approaches to ancient oaks as
photographs, and by drawing comparisons to my own met

depiction of specific trees amdr é¢meénr tclhhesiemages oinn &

These |l atter ideas are further rootedutstker@digh my anal
monochrome as a viegmpdlast solngt drumani sntatev e ral culture |
Subsequent visual strategies, such as those undertake
al t hopmdiaor shol ster the treebs individual gualities, i
or attributes. I n addition to visual analysi s, I have

(or erase) the trkedal ageseaaylecuatini medadsPombd &iovimyg own
Phyt oghrammme Deands i mmersive curatorial strategies. H
contemporary and historical approaches to tree portre
i ncorporate plant matt eprand agpnhdo tdoeger paeprh itch emavtaeyrsi ailns ,wht
centred in forms of photographic practice.
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Part | I: Photographic Morc¢g
Trees as Materi al and For
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Anna ABkempmpsiont s

Born in Tonbridge, Kent , in 1799, Anna Atkins was a b
combination of ferric ammonium citrate and potassium
in 1842. She i so plava ppr dewrsde &k ntohwen fti rst known photog
Phot ographs of British(#&é&gakEipguly @)sohteydp e nl nmp8rdeds,s ioonnes m
William Fbke TRéMhoi Idsdhfe Ndtrisrte commer ci al book to cont ¢
:270). Atkinsé father, John George Children, was a c¢h
Hi st ory Department at the British Mosogm, imed®&Bi7ndeKe
retiring after thre®hyidadrrse n( Gasr aksncoiwan, t200 1h%a:v e2 7eln)c.our a
pursuits as an artist and scientisBaptenstdengamarcg&kit
|l eading French naturalist of the thbmécatoonCliGielnér an &4
(GarasciaW 2019: 271).

As a continuation of these dual pursuits, Atkinsd cya
Il rish botanist W | MaamaHeof yt Hhar BeydHecscaiB Mahéewnewdt gaien
eventually gifted to friends and family as bound mant
noting a | ack of her personal papers thalyawmoulyd eot her
| mpredasonce®me to be considered an2@6a8toPdlpnofhrapbyi
neol ogism that, as I|iterary theorist Ann Garascia not
her surrounding ecosystem and the plantso (Garasci a,

bet weermngl| petopl e are similarly echoed in the very col
draw on my own series RNhfi zrofteyxppelsmp eels andne xphati nledc ainl
Chapter 11), a collecdepinctofdesadc oak|lr cgtanott ylpers ft han
existing as a series of comRlisi adirnogmeasl asror aan gde & ebcyt mye sc
physical contact with the surface of the paper. As tAh
demonstrates da npmhgyisiimagl tthreace/,anrod ypeds construction

the subjectds material form, and the human who positi
in oel abpi the photographic index, or the theory of phc

repr dgXemtus sl,n 1t%h77) .sense thecpleantori,s howeveirvedteas ar

o

Curiously enough, John George Children and Anna At ki

through Childrenés purchase of the Waterloo ElIm in 18
of the command post ohmhof orhenoButkefof hwelBlaititd e of Wat el
damaged by a series of souvenir hunters after the bat
1725. As the tree stood in a cor ncfoinetlidn uoaw nleyd dbaymaag el do c
visitors in theirelpwdsgyrdenagremitme d hteo tlree ef,eltlheed t o pr e
Coincidently, Children and Atkins were visiatiingk the &
of belihgdf bargained with the farmer to purchase the
to preserve its |likeness as it still stood as a mar Keée
is part of tRey@dol ICottl iecni @an Thest (de Bell aigue, 19°
dead tree was shipped to England where it was made ir
an armchair designed by Thomhsnghoppendhla dompamandne
retains an el ement of the original bark, featured as
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Fi.g Anna ChAtokidag
| mpressions. 18
Collections.

herimo Bk i i Pt Ad gaphs Cygfanot
7 71 in (25.3 x 20 cm).

0 -

A a
4 3.

at pl aybwtehe . watAer used to wash the prints and the pa
sourced by Atkins, their materi al interconnectedness
embodied sense of pl aceuseldhiisn ctohnes i pdreordautcitoino no fo fmactreera
referred to as a form of f@Amaterial ecocriticismod, or
matter and textso (Zapf, 2014: 54). he phistcoemaxnsl
i mages are natepbrcttyalwbat mhldeagdpdiery eveki ng references
photographic indexicality. As the algae preserved thr
an i mportant aspect of the cy@&@&@hbhgp ebtag pseesrnisetsr uocft isoinx.
phot ographs made witbososQuwdaemhiEleicAaemepti Dolmdddkd great el
Chapter 11), such impressions produced from materi al s
create linkagesohp t &eimnr nCgpaooonfg éytipleesc @af i ecol ogy of i1
concept | will expand on in Chapter 11).

These interrelations become even more interesting onc
Al though water was wused as it is today to develop, fi

dab the surface and rpaulhle ro uth atnh e hceh ecnroinctaelmpor ary met h
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(Garascia, 2019: 277). Here, Garascia draws connectic
material, oorfdrficioe pooraet¢ptyo, a form of relations wit!l
conceptualise their boundaries as porous, signifying
and the quality of water ons a nndaitceartieasl, lienveplar(tAl atihnaot,

el ements of the cyanotype process fogumchfaswhwdt e¢rhearmpad |
theori st Jane Bennett calls fAvital materialityo, or t
and is often iniogatkedr iwithebomEawmsnnaigehumas , agemt s (
2009)e Abgah is first dried before being placed on tFh

process speaks-sttomarGarnags cai ai raesc ojnismhp t uti on process tha

in the algae which tbasgel aghtn WMhkhngxpbsesedl gal i mpr
initiated only through intimate, transcorporeal cont e
cyanotype paper, and weather patternsviooeamahbhlialtlagerp

(Garascia, 2019: 277).

Pl acing Atkinsé cyanotype impressions within this fra
pl ant flesh thrteghnahoghciatopmecesal| t hme duasilsios mejsud
sunlight di ssodquwiedsd heGayasoitygpe2019: 278). I n essenc
a porous boundaryabbtireé racecufiber humlaat di sl odge anthr
ass@alhednyan effort. Like my owmywopr@rjgeacntihc rlidnaphrse sasnido nsso
|l atter half of the title being inspired by Anna At Kkin
performs functional tasks as part of the treedbds I|ife
compoundsstarraei nthse wiet hi n VvihiadcIihelk Wwidehke, iazsessg ihdeidcitca toeut c ¢
despibecaolfsie t heir direct involvement with the paper

trace.

Woong So@be alveensg

Born in 1994 in Singapore, Woong graduated with a BA
Technol ogi cal University in 2018. Describing her prac

producing and proj eld®t, rmoragi' g P e Wommmgd, p2®dj ects exam

Afcontrol natur al phenomend®d.alMdreasideatadpf| ST ggapoWe dn
named Singapore), which in 1967 and under the directi
extensive devel opment t oywedorodhsy whsatn oh e taalnigeed a og arhdeer
human intervention in the natural world.the ROADB,i oo

—

he treeali®srgdied |l awd Kwek Leng Joo Prize of Excell ence
photographer Ernest Wu, wiFi@h.délleut epdrai oDEGK, t Biendarf
t i thlioewnd t hey grow Fwlger @)t lpey dfualeld al ongsi de Wu, took t

i nspiration. I nspired by the imagery of shadow fall/l t



48

of fihow they grow,
19. Photo courtesy

. Woong Soak Tehgstald &rnes t v We
he ttheel easf, i PECKe BEaBndapore. 2

o=

whil e wal king through the capi#t a&lsscipthy,t oWor canpgh sp rtohdautc e

somewhere between traditional darkroom printing and i
After collecting |leaves from her and Wuds coll aborati
observations of dappled |ight through the canopies of
(Woonh®. 2Dhrough a series of darkroom experiments, Wo
were negatives, producing prints that vary between de

prints, reminiscent othel paVembantl woFikg. t hlat ahsecatpawe:

process of their own depiction, Woong offers new phot
theories of creative ficoll aboration with natureodo intc
Atkinsd mpressiypesj Woongbdbs i mages move beyond the re
made directly with the plants themselves. Conceived ¢
in their photographs, Woadn@samd pWw& ceaxhiomi ttioon nisgpiirn
|l eaves are, what they aBakwmhoe mefpbapgealRoOWdnkceyohahct
preoccupi es myPerwne itvhiorugghllisg foogls eadmé n more det ail i n
examines the | eaves of oak trees to imagine how trees
phot oreceptor protein phytochrome as insgpagirraavt i on, t he

attention to theanidnnéem wor ldbd ngf splpanrt iemtead vitdw i wi tami t
writer and critWooBgkoboemebboydesires for the audier
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as i f Athey can |l ook at a leaf a little differently,
more than what we would usually think ofod6 (Woong, 201
across the gl obe,e Wofonlge aameds Wus clomtcreiivndi vi dual objec
vegetal worl d.

To the philosopher Emanuele Coccia, | eaves signify tfF
noting that @Al eaves have imposed upon the vast major.i
(Coccia, 2019:0mR®B9pt uLloicxdsa lhiefree aan Earth much | i ke W
exhibition, as the predominant domain of plants. By t

beneath or behind humans are thkerahoeeopnubxggeadasemn}
byroduct of vegetal beings. This nottbae tseevies shbét
the,l and construction suggesting the synergy, or one.l
relationship with the soil, the |l and, within which ¢t
tree both as an eixttse nsymmi otfi ¢ hper cepertthi easn,d-evalritlhe si mu

an awarenepsootsbkifefawhach decay and regeneration ar

Fi.9 Woong Swoarki efTengf, two i mages from t he2 @I, e\ar ifchuosw
sizes. Gelatin silver prints.
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Hannah FICetomatroégr aphs

Hannah FI| &thcher alf bsoendDanr t i st who works préadomannantl y
using photographic processes and materi aflegrr oShe is ¢t}
organi sation dedicated to -thdsegarphohggraphdcsmamenaiat
(Fl etcher, 2024) and is codirector of the London Al te
conscious practitioner, Fl etcher -lassrwbaveguaphecnat
by incorporating organic materials such as soils, alc¢
surfaces, often combining the subject of her study wi
titCied!| es: A Reecxoprldo roefd Quhre Ttirmee as a potential for n
fan ecology of imageso that -seabmreerbbwthaomahi psttcant
organic materi al (Fl etcher, 2017).

As a body of work, the project is made -mpuafed seekees
slice and a section of bark, all of which, especiall)y
Apseudoscientificd methodeodneénighgemeganiwe thbomposi ti o
research | ed her to Martin Bridge, l ecturer of dendr
that due to rising carbon di oxebde dreoveil sg ifna sttheer aa nmb ¢
have been getting wider due to their excess absorptic
trees as potential recorders of human activity, parti

¢ glan

r

i es

her experimental works with soil samples. The:

of circular images called soil chromatographs,

an
s e
anal ytical met hod used Kb&koresatcyzlke dlgalPiri ymaeferaoi IF; [
B a
d

umgartner, S: 2016). Also known as a fApicture for mi
idea of images formed by nonhuman ageamtls iafdrtmad iiode e
entirely directed and informed by the environmento (F
the paper (which is mixed with sodium carbonate to ac
wi t hersinlit rate solution (Fig. 11). This enables the r
the components held in the soil which would have ot he
growth (a mor e ¢ ompprreohceensssi vien oddbdi@gipani@éseodnb $ hi af t he mir
within the soil are invisible without the silver nitr
confront the audience with a maiteeilailddasmpefctomfvicdw me
2017) .

Fl etcherés use of soil, her direct contact with it an
be thought of as a form of what zool oi,s torawitk Ke.cnagf e mi
As Fl etcher -width drhley maaked al of her interest but the
organic and inorgahianseriasaceadet véisi bte through thei
2016) . oaAlelsyt hceampr i sing of concentric circles, the vis
the circles of tree rings fibringing the work in a ful



51

®
FiigH®@nnah Fhetahémati on of i mages and ephemera associ
OQur Ti @d@17. Various sizes. Mi xed media (photograms, s

profPegtanic lampd etsasviomg | earnt the process from Fl etch
chromatographs resulted i nChat hsoenroitayspneesb| wbas ml dbaveedc
photographic term anthotayphogeasiehdt mpodmed nbagd hmp G &
and the Greek fokhtsl@drk. aatdi andeewboltdthis is more deece
chapter, however, in brief, this decision was taken i

from Fletcherds and to name t hemseaepmnbrlceepr icahtreolmya,t opgarratpi

Anot her interesting aspect of Fletcherds practice 1is
di splay. Although the chr om@it oglrepher rmohd sn @&af cemdg a gd
the tree, the soil, and photographic processes are pt
to make it suitable for exhibition, Fl et cheirn producec
the darkroom, placing them o phetemglramger omeddmi m ogn
similar process to Woong Soak Tengb6s | eaf images. FIl e

human ahnudmannonagents with the installation @afheéhe tree
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rationale behind this as a strategy to bring the audi
noting that

I't puts you, the vidwarfhenmiddl|l mi dfil ehefethhéer bnae
of humans being part of nature, part of the envir

changes of tree r i nsgphearse tihnec rceaar sbeosn. iTnh et hrei nagtsmoo f

of the tree. I todés a sort of cyclical mimicking (F
By establishing visual connections between the soil
makes the mostly hidden movements of CO2 in the inter

human acti vi-hymampowoitbHae .nwirhhough employing strategies

deconstructs the anatomy of the tree (its soil, root s
reconstructing it again before the eyatofhehaududneac
with visible aspects of the treebs | ife that I|ie prec
mi ddl e of the treeodo, emphasising themant eodheppenodaesce

s. from tl

HannalClPRlset awwlpero,f two Soil Chromatog h
2 m). Mixed

1 ap
7. Approximately 9.8 x 9.8 in (25 x c

r
5
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ngwo nThd e ra@akersk

in 1992 in Seoul, South Korea, MFRAgihi Fémeamdt wc
a at the Slade School ofBaF k@1l Mtetnaanrei e2s0 1Fu,|l It wdof o f
e(t2t0iln7g) , both of which were made during her ti me
Photographersd Galleryds TPG New Talent exhibitio

ts of bark and wateunpednoedpapéepn, fabei mednhtdat her
e. Using a met hed tafc hd edtga pliiecge samd attthareardéseri es
ures of erasure amnd rreeacda mfgi, g wrnaptiicokn ,n gi,n crleu dhirrega dd e

g, 2017). These gestures are further conceived ac:c

repeaet them are often Atransformed by deconstructi on:¢

t he
and

what

Phot

threads are just as i mportant as the threads ther
as vVvisual reflergmocesd odthef dmeetroil ogi &amd memory |
is left behindd (Jung, 2017).

ographs themselves, as noted by photographic thec

terms of time, most particularly through the notion t

s 0 me
of t
prod
Enco
my s
befo

five

(Fi g.

lite
phot

mat e

thing pasto (Welwkser208isr283p. thiusgnpotion throuc
i me and memory by printing on fabric which then t
uction. References here are algesmAdieot ®alt he phot
ums ears example, Jungds met hods of revisitation ca
ubject through the photographoés printing. Exi stior
re leaving inwaimbant nlyge baxthr @adt ¢ & nhri emgnu ioraeks bamr ku b
daysd worth of work to produce just onBapkint. A
12) take fAmont hagp st ¢ wpor a du d en,r et i a crhaetse ao fd apyedr ha
rally and visibly woven into the( de))cermsst rodc tpirrmog L
ographic image result in an artefact of several r

riality of her chosen medium all ows the deconstr.

unmade obij eemphdsirgihemg ti me as a process. Di scussing

this

i fe

Thi s
per s

anci

pumg emsost,es] how she perBaeailsv ebdo tthh el otcraetei oi nmapgoeisn tfsr oi

and as visual markers for time passing, stating

I was intrigued by the fact that tredsratsserve th
peeled bark | ayers and rings reflect[ing] the pas
species [or] genus. The way time |l eft traces on t

memory (Jung, 2021)

form of engagement with trees, rather than focus
pective of trees and their relationship to tempor

ent trees iasreed afst eémr accoersc, e ptruavlessel s, of human me
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Fi.y2 SeungwWoni J,ueBgar\kl. 2018. 11 x 11 in (28 x 28 cm).
handmade paper).

her examination of wurban trees and carbon dioxide, tF
environment, as well as human i mpact wupon them, are ¢
treeds materi alddi8dioln a@amd brao &t s ,alism bear witness to
they are embedded. To transform their matter to photoa
and Fletcher, can therefore modar toindty &nxxd eqvdbijtemporaut
processes canmp csieankiiccmagl , t heir usually hidden functions
vast concept, particularly in relation to photographs:s
measuring time, such as cyclioabhltsmeftwhanotd theitspt

recurrent events (Wells, 2@Tfinex3)y Awsplrurgdsonogwr hvweo r

reworking threads into one another could bee viewed asc
growt h.

The philosopher Michael Marder explores such linkages
thinking of space as if it were a plant and how plant
Marder, plant liiofne oifs ibtost poare neexiparlesasnd current real.
of femuwi hgbtrees, the bud of a flower is considered bc
exists in current time) andeafhiltasgedm (JThis phteomteit alc.
plant | ife as a permanent wunfegtwnami of prbosessrr@éhesar

processes are also present t hBaosugrhioaud, mayp pwana awoe kK twhhe
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of photographic materiality to mimic and make vVvisible
cultural objects, the works also refer to human | abol

t hetarutchomr shi py bBneshor exptrlsswiotnh otfiftuewanygsn mdt wag &ii mgt

| Phot ographit Mavehdl sgyssed four creative encounter ¢
specific component of the treeds amakomyg.aBegiwvwinsumagl \
comparisons between Rbhkins$ §amealg a nhoeti yrp essu basnedq uneynt conne
Woong and Fletcher, I have explored how physical i nt e
their indexical qual i-dautelsgr snaiyp .s uBye esst ta méot & goimess rold v tc\Wo
Fl etcher that focus on specific elements of tree anat

rationale for an expanded form of photographic practi

fragsmenmft the ecologies from which they originate. As
met hods (and wil/l explain further in the next chapter
biological functibossiandavbéfehenbumanwiaysrel ation to
their interdependency. I n additiont,my dvarv es terxatl eogiees ¢
Percei ving imhytthoecd hrr camet,e mpts to make visible, or draw
functionality of trees. These ideas have been specifi

who consider creative str altiefged emsott haast setnatliact,e bout reed e
whilklhmans are a part. Finally, attention has been giyv

to act as an ongoing site of encounter between arti st

I n this chapter | have surveyed eight photographers,
pl ants and trees. I n doing so, I have provided cont e
based artists, dreavwitmo toewti edsi satnidn ctth ecirre aatpip i cati on t
established the rationale for several of my own creat

to the analysis of my practicéd.heRmrowedihmog st laen db palogrec

as their relations to the strategies and theories | ¢
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ChaptTerru nlkl

An analysis of creative methodol ogy and
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l ntroducti on

The trunk of antdaa@aritnr esdonrfigmatn®oadintee iorf h e iugdkrise amfdt egn r t
the most visible to the theemawneiymhesnmbhdamrdeowiayni par loé |
enfoldmahervagygt of tlhre doresdrsy dthgeutt pum et riesefétse nt r un k
measured adoncaamportessktitafBduls mar t)iBn,ol 2@2 2 alalcyt ,sc tahse vat ¥ un k
between the rootse apdi hge €t opbpwamaanpd eph It dheem n(ett rweorr kp aorf
vascul aprulpll aunpt snut ri ent s and waetheemarffonmdnd owai ktsh,i nt hteh eb aeral
contaiiamountannfi n tulsaetd dan tthee tree ,ag ed edsdileugdedsi merc h a
tannic acid intcautshengbdartks eendd bll eavtdssues to become t
Miles). 2013

As trunks are not only oftkwt tdles amainnh rmdsscsompoamrnitndi
crown and the tdetd$ruhkhawvwerepoesrent and-bdisemgl ay t he
resedamic®h chapter outlines out the methods, processes
and prints withi-pr mykrtthereeealc rEemda wret esradmRle®@rcgd vii m gl mpr
Phyt ochimé i n It ltiesa eshe cptriog neck ttélse itri,tleex p@apomun@gac h
proderdi vmed haolds and Paolkbsoetcaoiomtari nsunyt it heor et i cal

engagement satweixpl awidldlr eufplnerc treadr eClhaptaéed inl .

Thiemages di pphaebyaisopegd trheesearch feanhgle -pajeabebtehapter
i ntersper steidedomresugdhmodltmagg sxectthaoth refer to the develo
be found i withethppenadidssothastet-grambpnd@eisdaxopmyac e
proedeasxed ambgeddi ti onal ephamermang $)h e hwaagsp ettQaskiexno d e s
mitigatetomemmagposoritulce ifnlgow of readi hdj beplashediptre rtaor | y
phot ogwhphbeeasioanddludsywrbeadj.ec
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Arboreal Encounters
Her i ©alge i n the English Lan
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Td ntrodaukapt diieg my wrArhbeocrte al . Enepissipdeo fsogr aphic print
heritage oak t,ckesenct od@r dedntg | Baridibltyli haef TTrr eeed sC otuhnec i |

or iagpirmj ect t hat -bbaesgeadn rtehsee aprrcahc,t iictes hi st or gyt hmend devel
t wohat .farltlicw!| arly as its iQrigtainailc denvperbeiospsonieodnesd (wil O gt
20ZOVHIHID® panthdmihc shouavebwopppuhluing taece aa3( et sop eocuit aslildye
those on poirvateohsandgepbkbkeemenmbdforgotm oefx ptliomi ng new pho

met hodohagi eequired me to travel

To recapgijlnalhloys e atkwed sy et oaphet bgsagbefst ufdoyr m htahte woul ¢
pr achtaisceed r etsteearpmrhag mdst b rga ieavhee cc oimbtionat i on of photogra
i deods plant intelli geonti n tderde wneoluetw junye |jfeboatdssh e -pl ant

a@ g emitti mpsommt phot ogr aAshilc bpergaacnt itcoe.read more around t |
intelligence and agency, representifihgcobthhdermnriere st ies i ng
photographic processemlgaiGoantmeviees | bgt Pange Wohl |l eben
fwo owdi d€vedht he i dea that trees form webs of cofrmuinarcati o
wi micorrhizak ooet exampl e, began etnogy algeewe pan |iompachti cua
tréeohl |l ehAaht haodemclouhsapdke r e d ual and mythithteenmsa of e
humahr atheeh t heoretical d@Bseinpfiehd2@hdne€ wsacaikea mtiisfm ¢ st L
trees and their relationships witpgphr ewicctheabnieheew ,f opranr toifc
| egi ttiomatchye | <hemag eaddfh spsl apretrss onal hpmhi Isuswepehyiucealt ¢ mipfatct s
creativeupnaogi g, traditioniahns eemmegtdhgierapadt paoi ¢ ht it el y r e
dudt tweugh the questionpbot o grcehpprbei scegn ttahtei otnr eperse sienn tf
al llerfged,t rtib&kc Betheagert owmwdtddd oups or ei nf orcing ant hropor

(¢]
o T O

pl ants, rather than demonstrabbpgctai fgrmheftceeat:Ht

=}

sArolrar,eal Eax ouemeo HpEre® nodpther i,t aagse wed d d savsh yh
ch ideas are proddaAsd| bDeg®umeneE| dheblg)ppldd tt ©r@ k
nt itobhedspt herdevarliinsge dny f i &Il tdhw eergde’apr acchtt di thitagsiuschha da s

> O »

® ® O O <«

mor e gerearitdiadgges e coJwebeauptdn t hese, otchoguylndaelnovti si t's

alisadarciaéedyf oirndairwdir b®leecaecth El i zabbhetr hiexra@ptfe,t hr ee

ritaigre myrecase study that stild]l retginndg yimg ¢commams
tdhe Tree Ebunabh&kaladald Tlhueb irleeaes.ons f or htohniesv ear @ tu nksn om
noti ntghubatn EI| i zZlalveetsh Wi thakn a deer park inThéde groun
estatis@dherecti ons t o tkele zhalsettohetlltla blsmodé® chiest o Dins al
with themorewdi parditdtyolweidgiyemasd der pi ns theBéerweén roya
154840, the estateds ownership belongedEapol the& Brown

-

Egmont, George Perceval in 1840 and then by Weet man F
Cowdray, aligning the name of his estate tvwiet it ohmpd epxe ¢
exchange of | andowner s hl pn dyveeadr tpheirsi oadp, p viotssu apaltaegl uye faify
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Queen Elizabeth | Oak,
Cowdray Par k,

Mi dhurst, West Sussex,
U. K.

Fig. 13 Epha Qued&kweEl| iPpalhetah tl o®ak, Cowdk@g2PaZékmxdMakhurst,
tannin toned print on 29.7 x 42cm watercolour paper.

The tree is named due to the story of Queen Elizabett
while visiting the Cowdr ayl 7Ess;t aMiel asn, 150133 )(.Qulesstdarea ,o0
of treeeasroyabhtabsociation with monarchds in that there
travelling to the estate and 474dyingWwhéetoheseverabtdahht
she stood against, i fndteheed edvioeenttd ieedvdegne ro castt rearlgld,, roemaifn
According to the Woodland Trust, the tree is the thir
girth of around 41.9 feet in circumference (12.8 mete
corrupti onsme oif n¢ f@ueterne ekl sicand®@ we¢ dvn OBIki D.a bTehteh 'Isa tQaekr |,

however, is more |ikely a confusion with a deceased ¢
Park, London,ndenhgeakdepbBdiemdebRhitlhlei paite 1992, to c
El i zabRuby 1JWki |l ee. One of the Queen Elizabeth | Oak'
centre of its trunk. The interior of the tree is enti

r t
house around t wentiys tpoeroipc ed e eFro upnadr ki na tshheorht wal k fr om
there is no discernible signage to dirertd pdglnaeuestted
mark it a O0Great British Treed6 in 2002 remains as a f
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reminderhethleddi toitnhees v d taen@vd ty hi n ,rtehgearldalneds sr eft t hwner 6
personaThel ggaesybot h a memarpkheerr ama@sf phhagé&ssit at us i n
associationtiwidtbghhkothoiwhs wyaenet,amssu cghm evsad ruvbagt ieoxnt .e nBl
landscecapef throughlitihertitéhye iar® ol &ei goi gimidndaicty, tthoe | saonidl

This is just one exaearipdwatogdd htoov hceerrittaaagned t ehmede scsualcthu rvaall

are uphel d .@dhidneoansitsai @edi es acr oss gahcphu bilnidci ,vviidsuiabi |t

the financi al i nvest me mrsta gixm d@iled i trf @ e ¢ & s-chéomwa nhéidnta nd e s t |
consisdechksdd heritage trees are. As |l 6ve discussed pr e
heavily on cuandrahbwiseest at hopsactices are deployed
as |living sWhaabtercalmea rctl efaap ttdna tsriemiee atric le vwanse ttheatm

fiher idt agethi s cont ek hsetroenfi eerisrdeeda ss alt d;layct thea gtr @ lseime et r ee s
becomi ngpfy evaashdlesspeci fi ¢ jouenvabne ceovmeintgs synonymous with
peo®liré olvyF@20t herimerwor dasher it asgpee akeitnggmdeogivedl Fyom tF
of nherptapeebhbjyedtusnanf pogstaesssbaremepe stdhasse mpt hahn

pl aarpes o p@rkfgrd Engl 29RPDsiec tiinopnoarrtyant and Ac dotrextual e
Encousit mulst aneously reveall fatdseal o écmaera tliyv enh ucnhaanll lye n g
constructed, how might t haecats mmir toidtwecht ii idooodahfs sg loavratr disn tt e
pl ants t@emseld yeyYstasi es and hcaul tswrralo eandda o diiedntyi avihsa t
come to define t henheanrdfapstubrbes B g c i hw @ wdad n yh easnodc i waitti hohnosl
significant r g edst fmnt ricefsatntse rdme rh & rhibtea ced lodd ebeashaught of
fornrdr eWil di ngo,efreabengi pdeconceived iteasc&howledgean
themstnesadtli vi ng 7h abbrietaatnhti neg2t0i15@6:)es ( Gi bson,

The chwatte ngter i kbee tawebeanl atnhcee cul t ur al a padntdor gaaoida c@r op
di f ffearephoft ogr ap hg yth aehe p thtohdedslaosss kar iiersd eoffe nd estth aotr gani s m
werneot sol eltyh aieifti nreall dya kb U aprs@hatsad riomwvi ng of my ori gi
of herittmalee ttrtee so v e rbaarscehdi nigh spesaahgetiso d@ ced t hr ee proj ec
momanagaaldl|l e Hoawievespi tde d tnouerd{ccec r efarsoimm gt wel vantlraes t o

shift in my Aebeaeah rEmttamiums tosuwchi mdl.l i me gan i tomes pr oj e
with a total of -202@ @uwedrh eElbied ahteegtnh 218 J@aka wi de and
oak that Ilives in Cowdray Park, Easebourne, East Sus:c
journey to the tree as | was in the tree itself, part
i nfrruacsttur e that guided visit@Queen oEltihzZal 20 05 Wpe&n florl
the tree were present and instead | had to rely heavi

contradictory ouwuvotfouttheo ft odtaatle .f iTvher evei sits took me thro
course to reach the tree before | accidently stumbl ec

No signage was available for eintcheamtre@Quevern hiwhihzmhb et H e
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Son of Royal Oak,

Boscobel Hous e,
Boscobel, Shropshire,
U. K.

Fi fEpbha J. Ro%®ao n Pofr t RBumyisacl oddalk Ho u s e, .B 02s0c2o4b. e |2, 1-t SshnrBoBpns7hci m eo a k
toned printwahe28oV7oxrd4dpamer .

Someti mes also called '"The Royal Oak', the tree as it

named due to their assocliGad&5)o.n Twhiet hn aKkmmen ga rGhsaersl efsr olm t(

all egedly haviegshbdaambeg &astehérwas taking refuge ir

oak woodl and whil e on he run from the parliamentari
t S

) t
throne the ree became a tengpft @idrged erage & ome merytad
t

i

restoration. According o Samuel Pepys in 1702, the t
bark, causing the Royal Oak to di e 8)s.onlect ipmee sienr vteh et heez
hi story, an acorn from the original Royal Oak was pl ¢
day ' Son of Royal Oak'

Because of this, the name of the current tree within
| iangkes and cultural ties to the previous tree and, |

adaptation, the naming of 'Son of Royal Oak' also act
namely pr i0omdagenintgntseaigmpgdritcaance on gendered notions of
class upbn 20@0treke tree was badly damaged during a
devel oping its now characterioftithheshampe. sTere ayl d ahr, s Sloe
al so found to have developed | arge and dangerous cr ac
wood against the tree's trunk are to ensure the tree'’
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Oakeel at times secretive and private; feelings whict
the tr,eel. dliastceaover ed a map on mdree Clobvodmatyk ¢E stt had et rwee s
the gSowmmes all information regarding the treeds wher
knowl edge, or a combihehsbonnobet weeth wibdteltattee eoenda$l € byk i at
significant and | ocally guarded sdawvet beksnn rmharmsy oofi ctal
damaged heéhcdus epogppfhlearciotvg sdgmuemt st t htetea bRoyy a | Oak and |
Oajjaexamp, et his tension is potfemdtifadltlysdmel t @nheech e s mg n
tree from furumproltdiiermpge whikteral artefacts.

Met hod:®ll almgsed photographs and prints

Ashe i magnaddAer boreal eEmcaopnudleatse bbthanhtdepphint oigps apbéss
i mportant nmet heudd irraed itomeal e behi ndhéomét hddobwgydwtbh
split between the .pbMewmer aphtesy anmdke tcHe sprliyntrel at ed an
other, thmateoahti $ WwWker©nt meyf tow huHeareims iEtl G azkanb e2t0hlL 9

took my 35mm-20laysmm@mu feoi®Oily aotfh @roesdiadnent i ng my journey as
using Il ford HP5 Plaws0,0 A& SbkO ack and white film

As wel | as makKindel alrrkesc pmek which the oak |lived wit
tree and its woeondhi,oly amahdeer ftrhoaom bei ng cutwobbpyodnode

undul(aMpipnegndi ®i 1ts2organic form sympathetbiA¢allry bl endi
revi ewing the devel oped negatives, I decided that | ar
hi gher degree of detail and ability to size up for pr
Tacita Dean andiBagharea Bhewortsh, tlamrg umrdi mMitls atnad ke olv:
all owing visitorast tsauadmechaesyn tweoru ltdh e ft rteheey wer e in the
project gpndgtrtees sperdi nt s becamedeamdmaadabo@lt wihlils fpalbk em
has adapted to accommoda®©Oe mMgesprciomdmakidn QQueerigo e okt o ¢
Eli zabetH Ide@dlded to make portraits of the trees wit
required a sl ower and more considered form of observe
Bosworth and Leeds methadg8 dforsltdhwsleookmamges( Appesredi x |
Il fordds HP5 Plus with the same | SO setting. As the
| ocation and time of year and were therefdd® leX® otsed
compensate for unpredictable |ight |l evels and to allc
t hQueen EIl i zlalHeattherl tQ@aakvpehl olteodg rtaopBasmy dwBm éhd gt h&@a &r nake For

SWhen using the term |l andscape | refer to |l andscape orienta
often refer to the Aphotreag! agtihhsparmttreaistes mwatthém t han | andscaeé
matterds focus on individual trees within a |l arger environi
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Big Belly Oak,
Savernake Forest,

Mar |l borough, Wil tshire,
U. K.

Fi b.Polrt rBaigt Befl | y Oak, Savernake EBEORdst2l-ManBPovocmgbdkpwil s
29.7 x 42cm watercolour paper.

Perhaps one of the most enigmatic of the trees of my
on its history or naming, the Big Belly Oak is one of
The KingamidhelLiCabhshadr &Ix aapk e s . Its name appears to de
appead anhsetrunk bell owing at the bottom resembling a
occasionally rBeetrred DakasAtber8iggl bocab BBGeadt sal e
the tree tells of how, if ookowkwies¢éoadanmce nhla&kedr ¢ eve
summoned (BBC News, 2002). A major char aotl @arsi gthiec taofeet
together just above the "belly', a conservation met hc
splitting in half (BBC News, 2002; Dalton, 20283) As
direct resbbtd o6 Bwnhese mereason for its taring; the 1
pulling it slowly apart

Despite this preventative measure no fences are in pl
stepping insumdle. i Tki ©1oild omodt | i kely due to its proxi
from the road. Because of this, visibility is good if
passing, however good | otclmd tkrneoewvl! cerd gfeo dts a s qtuh ereed & roe
directing you to the tree within the forest. Two sigr
identify Big @reddty Barsi toinseh oTfr e5e0s, t h evhmt mearn algeei ntchea n
forest
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Fi.p6 Al mudenansRamdrad,i on i
d6Arl es, Arl es, France. 2

mage depictinlges mRgrso fitroens i
021. Various sizes. Phot ogr a

Wi |t Sloinr@ef Roghal oPdaj ori,OaNwet t i Kehtd s Noadf,ol k and the
Panshangeri nGrieartt fOarRdD22Mi)r, e r(ep®2at i ng my Dddaptpeqrdapxhi c n

1.-14.feor ex&mpbesg the trees once | got to their | ocati
by CON9 Dr es¢tdreipetnidomg on whether the trees were in put
Son of Roy&l02Q@Qak 1 travelled through sever al fields t
English Heritage home of thelotmreestwhiVal ohdse ¢l onee @ f d
vi giht s presented a challenge to an otherwise simple
through the house itself and then into the gardens be

At the same time as conducting my field research and
suchaasnah Fletcher, menti oAlemu dReonmtefrf g@.r esNwo)opur sa cct hi acpet e |
engages wiatnht had tfyoprem hradrt threarct i ng photosensibtithensphbhuni
ont o paper amd tmneaakde upsreisnttshe | eaThi ¢$selfeasatédef ormno

printingyiowpiteidnking around how the plawnencanp betcioa

Among the final si x-btarseas stufhemi sésid romsyng lhgOalt yceéree which r
access (A11.00 as of May 2024 to access theMgjyouam@skt hroug!l
t Peanshanger) Grhedt h@ask a form of cultural infrastructure to
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caut,hoof photographic materi @ar ascpagheempehi snent abeg

okxper wimbmtks | eaves to form an anthotyp®ueelhutEiiorz,abeg

|
du

un

e

S

Kkdao makengrt hesefore synthesising subjUnctoramnd aabejl eyc

to the c¢chemoalae aaperdo peortteing s ad fl yt éh ¢ het rmenn dptoh ypfe st
ucclelsissfdulme t o thetosproducgaaosgpiesas of prints th

l eftover tannin from theraersiudit-h athgee raend IspeEtpynates .e xAHse r mareea

e X
po
bi
it
t h
me

mi

t o

Af
it

on

p
r

n

e
t

g

- < O O

-

a
a
e

eriments and more thinking around thirdeaevel ;mpse &,
mambranedi scussed in relation to Atkinsd kclyamotype
ds the human representation of the tree (the phot
(the tannin); their fibrous combination conceived

tannin yeomshihfet ®atkhe e@aol our profiflienatnidonshead oaa

QO

phor for the ability of plants to change perspect

>0

t have agency within that process.

produce the series of cyanot yfpies @oomrnediamnsd dihgi toird
desktop computer. From thidimhedare,a nddl gattiean bpyr ac
oreticeMppfeaddtidxt 5§ (& To t ake tMae] ex(aFogh.emMpf chbece

nf Ituheen cperdo biynence of the treebds wooden staves an

me of the photographs these features either tool
unding foliage. Atprbemeftohoeun afvami heowmashpotr

structure that held it up (a featur e oldeelvderi,n pl ¢

w © O O

waditdhttdtr el y obscure a prominent feature that ar

final choice, therefore, was Tah eesen sd edeeir seido resf f aorr & i

—
o

graphic, aesthetic and compositional; however, t
entre the heritage treeds humanly constructed val.
e

nt i oeng uaenndt scuabtsegor i sati on of <cer thaitrhet rphegs,i ctahey

=

astructure put in place et.aghmaisttaaiers tame Imeftal anmd
rounha jnogr.Soeek of these preservation methods are mor
mple, is a method used to prevent soil compaction
th of the tree (exampQesenf EL hiRdeada P deaddakgreri n i r
atan®zk t §s Bihge Beil $ yt Wakonlon Htehstt amg & htoruee a f ence

wever this may be due to its proximity toltkRrea A346

g

t
S
t

a fencBd,g BewWedwsrOah&kve a | arge metal 6écorsetd aroun:

ether and pré¥w¥egt LB5)from splitting

er the final i mage is chosen, the digital posi ti ve
contrast, providing greater depth of detail for t

o A3 aceltntereatfifegtavl arge negative. After this i

watercolour paper and |l eft to dry in dim light. Once
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Fi g7. BEphaPdrt mRmigto r &fa k wo o Mamhaorf d stl ,d NG 24 .nghlanmd @ANGne7nc m o ak
toned print on 29.7 x 42cm watercolour paper.

DO Y+ TDd®OHFrIT

OO O T +hOo <

e Major Oak is allegedly Britainds |l argest oak in s
0 meters) and a height of 92ft (28 meters). The tre
od, as it lWwame apil egiedi ygtthiem and his Merry Men with
w trees i®rne ath eBrlditeitsalo pTurbd 8 sms § paane otf hatul t ur al i nfr a:
he Maj otrdiOaec tt rvaiidi)tors to it (Visit Nottinghamshir
ory of Robin Hood, the Major Oakés current name act
jor Hayman Rooke, whose name became associated witt
Rlemar kabl BeOake this iCdc hwpedn k@roevenf earsen de made to i
ing used to hold baskets of cockerels for fighting

idence of why the tree is so | ar gle,h00a0s iydeeca rfsr oar d)t,s
ntested, however according to The Woodland Trust it
tree managemendndge lkmremdlkesa tsermeaisntodi d a regul ar
eories suggeastserhiee st roefe scaopullidngs whi ch have fused t
enomenon cal llend 1Mi0MBgs ccthladg thisonver e fitted to the tre
oden staves wrapped together by the chains have bee
nce was erected due to mheompaets omopofsriesgil nniohgt
e tree each year (Sherwood Forest Website, 2024).
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papaenrd moalead gteo wod den sh @dinied iotfy gl ass the diszd hefn t he
pl aced over the top of the mengdakpweeedaftdri hagped redixai ma tt a
nNi ne nmionuraekse &t pwiasrmtelden n water to fix the oixmalges.e The
for tfweunrt hedf worrse bei ng bl eached in a mix of baking sooc
toone the cyanotype. The bl eached print is then washec
being |l eft for aseyelhoeurres bteot weoenne oireexdt romectt e do ff rtoam roiark
some ti neexthbreafcatrienng t he tannin from bark is ia irnegl ati ve
water and | eaving-etghsodalbufrer, @roumdrdbowngtowi quied] eEac
foll ows this methodology and amounts to around five t
exposure tests dto aepgesuriaet itrhee acrortrlee day of printin

overexposing expensive | arge prints.

Phytography: Deepening Photographic and Theo

To deepen the analysjiiswol |l timiosv beeriaks doiwvnprceceéeasas as,|
met hodol ogy to explore the wpldrmimkwhigch Ast e@eggges e
a different environment, pildndiuerds dlspeéett abywobtigf i eviehg |

conservation methods, the conclusions | have drawn fr
and actions, especially surrounding composition, must
tree. Woodhppimdascksi st i mplementing a specific templat
forcing eapcrhe dterteset munoteod rae. | n effect, | mould myself
within, encouraging a form of Lembaadhide Bomrwoattihce, akir
As photographing outdoors means | aMajoopre mOratke aii mn ¢ | € me r
example, the negative was produced during pouring rai
unpredictable conditions. This is in part also an el e
t haancbrltedlt o a ,beadd anant erxdlemton wholly reproduci bl e

Applying rigorous structure to thetpmetof§rdplki annche bhc
conditions, forappaarmplfe,civwadu ltcdodiser rtaavotilsdt oagaaien, wor
rat her tthheant rwneetsh offhimy fdtexdy!l e formula also enabl es r

of photographic rethprocetyabdtwbhenemysebhmental conc

the Thime.approach is also a means of grounding the pr
the tree while simultaneously rejecting abasedain | e\
i magery

Thianiexample of thinking ad#advmeadeldogmapgsemtia gorma g thiec avlolry
phytaneaning fiplantograpbméani,ngneéei ther stuif ié xstudy of
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Kettds Oak,

B1172,

Wy mondham, Nor fol k,
Uu. K.

Fi 8. HpRae , bJ.PoKetttréasi tO aokf, B1172,.2W2mon@NHK a nt,a2r8oi7nt otl donaekd pr i nt
X 42cm watercolour paper.

Perhaps the tree on this I|list with the most unpl easar
l ocation of what became known as the 1549 Kettds Rebe
Kett. The Kettoés aRerbeeviolliton nwarse,s pionn sseh otrot ,weal t hy | and
term to describe collective | and that all people have
boundary | ines and pushing poorer ywomiaar § shbmemneh aiho
or cultivates-rlamkdnngoseirvyamtmiwddlhen a noble househol
became their | eader and spearheaded the tearing down
|

evert |y osing to the forces of John Dudley, 1st Duk:¢

After Il osing the battle, the Kett brothers were subse
is worth noting that John Dudley was also | ater triec
al so capt ordadvaer beeai thuthg from the boughs of Kettds ¢
the rebellion and was occasionally referred to as the
of Reformationd no | ongeretsitnaen disn, thhaev i1n9g6 Obdese nt oc unta kdeo v
park. The specific association of the revolt to this
several fascinating preservation feat ur etshicso npthroitbougtriar
a hugeamh constructed to hold up an enormous bough c:
fabric support hwelghtbyawidr siadre.t Tdhef damee i s protecte
Royal Oakduehotwe vtehre treebds proximity to the B1172, th
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(Greldk came to its construction via Sir John Hershel 6s
fl ower maphyetrowape® dhas since fallen olant ot ypehi on i
mostly due to the more popul ar ufaetohfot 6l oweat pet mhge
(Gapper, 2023). Although thils Ipatoere disteeavrareerdno trelxatiswt eedd i
relation to btbtkeldi plefmiat wodkidn ¢ g ehmpltee,r m i s more cl os
associated with interdisciplinary afipthiydtogdmp haycademi c
dege bpheée l osophical and practical me tahsondaamfs - edfga®i ng \
reation between them, enabl i ngprtohpee ritnteesr aocft ipol na nbtest wae
hot ochemical emul sion (Doing, 2017). A separate, but
Xists as a formemfviploamte nwmRibttiprha | @ars Viplpahty d oge fagpths atdo
r an encounter between the plantsd inscription in t#h
Vieri #hy20p%5)aphy see it, combines the act of making
hinking and study, resulting in wihdteo gruadbpleicd immagegs

-~ ~+ ~ O OO T O

ocus .t hRaant hceancerns around plant | ife and their relat

<8}

s contextual knowledge, phytography i magines ways it

mages themselves, actibmg hags hae mdtaerti,a lidteearsteatdnianteomtmemf
formul ate around t hem.

er the roll of film has been filled and the negat.
when thinking phytographically, some interesting met e

eractions witom tamel theeo®u@hotthei mapgmersa), the negat
acetate and its transformation into a cyanotype, the
notions of materi al embodi ment by its exposure to the
of wultraviol oetr oldiug leArak aprrganid piesrdsyauanst enmasl | y -Spersitnrg ct ed
an Summer mont hs, coming into bloom much | ike the | e€

d

cyanotype process. Although UVshamp$ocabnhhbel hougbt at
nter and Autumn, at the time of esriizteienige dip rhoadvuec eb e e n
e

t h

One final strategy to highlight here is the inclusior
(i f appropriate) and county in t8emrofdiBoyal @ak, pBys
Hous e, Boscobkil gAsShgoeowsihouwel y mentioned, this strateg
by Myoung Ho Lee, whose decision to withhold informat
the projectébésefdens venaphpac astucatodgipdot ogataipdi t han t
cultural identity. It also, however, expands upon the
concentrate on the name of the tree or It hef stthhd et rwhed
specific |l ocation both Il ocally and nationally. Al thou
with additional context related to their whereabout s,

their yprtooxiemicth ot he
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Panshanger Great Oak,
Panshanger Park,
Wel wyn Garden City, Hertfordshire,

Fi . BHpha J. RaeshRogerBi&nebéng®ak, Park, Wel wyrRRoQ@ardeln &ity,
29. 7c-manakn toned print on 29.7 x 42cm watercolour paper.

The Panshanger Great Oak is known aspalhlearldaerdy ecsrt cmae a
stemmed, unli ke the Major Oak) in the U.K. They resic
were designed by Hunsphar esyu cReepstsoonr (troe gCaarpdaebdi lai t y Br own
by the British building materials company Tarmac, whec
are assisted by various maps | ocatigdkcar oviand &k etrlse vd ar ty
Trail 8, not dissimilar to the Major Oak trail in Sher
The oakds height stands at 65 feet (198 metres) tall

arounslo@aspyears ol d, Panshanger is thought to have bee
secondary conneuceteino nwittohitnh et htiusd osrel@ cti on of trees (P
Wi nston Churchill, who once stated the tree was #fthe
Engl ando, favoured the tree so murchumdi 1@ wWwodadmltamah,e W«
survives to this day. Another descendent from the Par
Gl oucester (built in 1669 as a hunting |l odge for Char
(Miles, 2d21)yeeAigraheir own right, Panshanger al so |

trunk that resembles an eheddpeghbdpanaheesubt nat utr he

Afcladoptosi so.
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Organi c | mpressions
Unearthing the Chthonic
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Onprinchaolal &ndperefal 6hobaogt aphi anthet hedohogyal i ntroc
intell imgedeae eofascrai ti c aelor & negamsieed ys,t uwdays otfh asti xt hher i t age

of physi caletrwesetnr incytsibcarfes thotidh tpreyesi cahuwmadntohncept ual
bound@réeemsdtngri al distance bétsweamr swemubrdiccoghi anvyd htittce t
gual,inieasepnoe bei wgys in which visitlheglsdiatt @addits twand
as metoaepymsict or i Esi ®»fpeneijpicaywvs fr om t hesegoewgfnamhm aor
desiogennect to some of the trees in my study that wer
restphygstaccadss, tionft aemed by myAst hle obreegtainc atlo rreesaeda racnhd. i
i ssues plegmtt dl hggence (thhe tthienlpobhgeaptridawdiaifceegr t he

i ncorporation of Atradbromriemli E;Wghbsttibhadar ¢persli finttogo fosfelr va$ i o n

met hods tphytsdigdadameacde bet ween myselsft ymeyg 1 emlkingat t age
ant hropomorphic engagement with them.

Around this titme, wdaktmabuR€Clea gdobearmd s swhbeads

wor kschrolpas eigmaft i @mgani ¢ matder$ ldine bprhRodt20§g rtaepnhdiecd one of
wor ks hlogpsrowot o i ncorporate soil i Aartadkitnhge psrpoecce sfsi coafl |p
chromatd@ghapbembpmat o o@noifti ve sol utiodnswiptalm att he gs oiue
components in a mixturdfteypitbal wprwishlpi hksmadedseéye:s
soil I had col | e Qued nf rEd m zdalres tntp dd m@add fe prhye dwicd intgs F 1 et
met hodlott hgye ear |l Wi esxpe/rdartdaend sbdughtpdapher wromgmdkilnegr
chromatmwytr apsh sl ppadtalgeeaey the sol umages nrsd euidr ed cti a
t o ptariynti ng the soiplap@Wmat Aéswhtedcwhaovua series of i m
the patternsrhmardkpfriidngaemiyelsyeofof a paintbrush to transf.

paper.

Their compositionof soft vertical lines, wobbly in placeBif. 20 & 21; Appendix2.1-2.4), are partly anaterial
witnessing theccidentabesthetic references to bark that soil imagegChthonotypestookwhen | first

began painting them, | decided to alter my brushstrokagedntionallymimic the composition of tree bark.
Whereas the small grains of soil were previously discatmigive priority to the solution and allow for better
filtration when | took part in the soil chromatography workshop, | found the addition sfthe | gavat t er
conceptual depth to the images madeprovidedt h e m exturd imefféct making the soil more visible.

What first began as a method to achieve a sense of symbolic proximity to the heritage trees which were fenced
off to protect them from damage,h bemmean investigation of the material in which an essential element of
the tree lives. This o n ¢ e p t u anformedibywider veading andesearch which focesion the

mycorrhiza of fungal networks that bind tree roots together, forming avenues of nutrient and knowledge
distribution between thene(g.Wohlleben, 207; Sheldrake, 2020Indeed,as | learnedmany of these

processes are not only absent framerage human sight as they happen beneath the earth under dense volumes

of soil, but they are also so microbial that without specific equipment they would remain indsibie the



Fig. 20 Epha J. Rod)ntitled Chthonotype, Imade with soil from the roots of the
Queen Elizabeth | Oak. 2020. 14.85 x 21 cm. Soil and sodium chloride solutio
silver nitrate treated watercolour.
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Fig. 21 Epha J. RoeJntitled Chthonotypél, made with soil from the roots of the
Queen Elizabeth | Oak. 2020. 14.85 x 21 cm. Soil and sodium chloride solutio
silver nitrate treated watercolour.
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matter, the environment in which this process occurs; however, it is also a writhing, dynamic system of

interspecies organisms, all of whicbntribute to the oigoing health and regeneration oftheearthd t he tr ee
surrounding ecolog{Pup®& Anderson, 20200Mu ¢ hF laest cher 6s chr omatographs res
the specific processes descri beaeny aobwov e malgwets aledfd etche

through their rectangul ar f oerym raensde mvhalrey i bnagr kd.e pTt hhe soef wt
bringing subject and objTecs BfahththgchmedbhoOBbEbghen]

indicates a separation of our working methods, meanirtr
di ffered, rather than my soil i mages repliicatead Fl et
grown from them, developing their own visual identity

Three years | atworrikpadgees mydak techusstsleadn s n o rmeest dlecteai |
wars@ottionagk tshaepl i ng that was part of the exhibition,
the trunk of the tr eeRatthhaetr wehraen rboutr yh ennge athhe tthreu nsko iflu.
small roots off with the intention of making prints v
a series of siRkieypangTgheyspee ss uchapaldgendent wpmmdbge e wbi €h |
come Chthahomympeson this | HDrgran,i cf o.mmprne lssshidorats,i st hoef s e
be thought of as a visual lAr adrsd ala ¢HE nbadoi utrottileegse upbooa t he
photographisedmdtomod® e hteratt agtei loiake polramantts of t he ¢
t a n rOnencpuld further understand the distinction betwisdroreal EncounterandOrganic Impressionas

the former exploring the visible tree as a cultural construction, and the latter exploring the invisible tree as an

organic construction. Although the imagery used to examine this invisible worlddgeatty ilustrative in

that itdoes notepict the visual functionality of mycorrhizal networks through images, the use of photography

to incorporate soil into the imageaking process ants use taeveal the root structure of a pmbund tree, as

well as the theoretical context that roots the walkimpress upon the viewer the complexity and density of a

tree, itsdiversefunctions, and its place in a wider esgstem.

I n part, these images ai m t oorviiesmtadd sper samac tail M as deef ta
underneath the soil, as opposed to the more commonly

As the pr ojQrcgtanhiacs |gmpsrvems)ss mnsome t o encompass differ
engagement, particularly with an oak tree sapling. Tt
secti omMuamttiotrliead I|Sattreart efgeidetsi megd ph atinttpasmgd evbs woxki bi ti
but also as a seéetiled afStalgese of magesavhti tihn @ | @ eadalc utmree
sapl i-pgbsing to a gl asFs2gi.nd hhppvd b d8ox 2 .d6 jsqppppeyd | mage o
visible roots of the oak sapling was al so wnacd ni nt o ¢
the body of the paper drawi ng swies Aglpéndliexsenaedi tioomnid
el ements bro®dganandIbhp edgemitdmsans t o fpvoiisnutadl itsoe ,t huen eoaark

its processes, as well as its presence in images as
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Materi al as Met hod / Print as Process

Prior to attending Fletcher 6s chhamdam&t @ag vAugdgn wor K hifeo
El i zabettoh gatCaekr soil to use both iBreftore vwod d Eltgpd nagn d
had t odwtowo@adhen fmetel wwitthe i nsenthsaudbeeodowled nt t dhee Ppradc eil
roptpreventi ng s®ny mifrgg ame arfc mcaresund t he biology and a
however, I discpvened phaeetdaen esttrradtt sls ht wbhet r mes t he
crown, tmetahnei noga mdy rfeaerc$b e g o ndt tfheenocfe tthheat cl ai ms to ¢
(Smi t h),)Herng 2a givhieama esense of dbadahemedombsetabbk the protect
ri skisshagm t q thloevetvreee by s i(nupnldye rrset palsitcagbthién)ge stshae

simrl akepfoduci ng ant hr oQrogrmaonripch ilanmpdriesstsiisyoanes tiAnde aep t

compromi se | dessesbkboWhintfhelne a tr owel or something more
soi |l beowmlode harmful, especially as | Aanaldlulgi mi tfedv exp
i nches biedloons & htew stoh ¢t rfiree@odest. hen ght bomradosondlthe visi

and placed it in a small glass jar | had brought wittl

Durithe wor ks hoopo,k Free tatplederrt hei p daredrse athir wel geé rthhoed ol ogy .
soil aggeiouwrsd to a fine powdvdi chsisgthemesnt ke damwd t imo we
|l atter faictimg agemt. A solution odf sappreaxdmgsatteley 0C.nQd
nitrate toad@omledmwdeswlaeeteln s ol ut jaonsse catrieo ns eotf and treera doy
from a spare canrdc urloarl ecdo fifneteo fai Idtyélm tha etrh é elf @lre ibre i tnhy
coffed 6 mbhrtoturnt of soil and silvewsempiagthatebkowepationdi
whi ch the c¢othadedkdk tfiidneaelr owiltihndr i cal,t heltattien Btabeiogn
for the solution to bEipst|]etdhapfihterthe pbmttield T ntt
fully deaetforat de,i ng | eiftt itso tdreyn pPOnacece ditr hdetdgo rt phtei osno i |
process endsesathbt e aesalttes of brown rings of diffe

chemical propertTRke pvihiudmtgnitéohtelhremi |

My own met hod replaces the cafhfdee efmolvtesr ¢ hwi fth | AF awa
al t oglehtehesroi | s olsutail s gasuagaeddaeadigd ear | yt heaxtpelr i ment a
preferred tcloemtiamaagas piapd tbr aotfh ettrthet hlaing yTulsits owairg i par t |y
becausee i magesi svi bhe mooielasd aaxtt anatenld® ®ts mpd redf dpei vel y a
morveg si bl e mat édaei dl upopr ¢ bei Bmo mMQ@ickee o fEItihzsaopdtimtl. Oak
solution | madtehat xwhen gplnadegdirti othst hght mboedbohkal Ay
detaanid t he i mpressions of mark makidbpi madarbgpntbeapan
print @slusd amitesrobfasnkat ure awti ahcobébentsbdeftndlepnhits s
of f iascsrwrsess t he trunk.
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Fig. 22 Bmha tJl.edRR&s,yaobyypeel made wi
oak sapling. 2023. 12 x 6 ¢cm (approx). Oval cyal
soil of an oak sapling on watercol ou
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Fig. 23 Bha tJ.e dRoRagiyzamtoyt pyep el Imade wi
oak sapling. 2023. 12 x 6 c¢cm (approx). Oval <cya
soil of an oak sapling on watercolou
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Cht honoleycpaeyReaqnelner ati on as Photographic Proc

Regardl esyg odvineklItédtea hietidnstseprteoscteibnsgn & s oG h tt thagn ot ypes
functaantofgduouvit iteradnsf of mabi dtnorhaet erpipadarridsn atebh ®aufl t i n g
prsndetaili,ndmr igptrat geno gasfibosvae niernotm one envi r(ofnrnoem tt hteo ar
earth t o htehye apl rsitoh &v)itsruaan sifscer mat i on of materi aln fpd @amnort
wor,ded twoor myceoonwme mt & he i ntthe dtulcd dTioxy hdo®crmmbiomagt i on of ¢
water anfrde | baatrek tabtthetdrawkdpg mwttherosugihl it s usasgul ar s
t he beolodw .grAosd mtidhheo nloe gtinres rs dii If eamd result initimages t
coul d be danpdteisissatmethheoyd upon .t hTeh essuer fiantaeg eosf itnh et upranp el
of the Queen HItisz abreptahc tlu sidpanly avddee s oatmd silver nitrat
recondigaoirle soluti on ,i rbtddiosgeb amkik oc erhmae<xi.t i on

Expandi ng ,omch hiimageas at hatwicibrt tah enf tarnede dasr eo reagdmdngi ¢ mat
al so visualnl elreemgme s @ektx & me | tt f ple 6 lad mp/ivhtuoniapnh ot o
hybridi patsiidn otntsatp h ot ongarlalpeha bcl ep,rnafed i ectee samé thie y c A e mi ¢ a l
and physical structure of soil is a result of both ¢ttt
emendaot as a kiwofd stpfieedfirifeieacesappadcdimftisa onmentvel | as being
representati ve -upf aintds Wioheat midhcydplder. ma k etEhher @uend sgeur es
character is presented tihmaodiughdthdlh tnp arettppeassc tahnids hi
chemitcharidwgh t hei r unTioqg upeh islooislo pchoemp oosfi tsicoonence John Dl
Anderson, plants dnd tomei rofr adtes nmoontt rviibuwatle f eat ur es
Ander s2b)t,0 n2 0 n uihenagandemmenttof the physical particles of soil into more or less compact
components of various sizes, and with more or less spatesen particles to facilitate the circulation of air,

water, and nutrients has a decisive influence on the ability of soil to sustain plantiy@uphé and Anderson,

2021).This symbiotic relationshifpetween soil and plant rogisesentsiew forms of seeing and

contextualising the, setting out theimterdependenc@gumar, 2A5: 10) while also illuminating thenboth as

fistuffo and as processeBpré and Anderson, 202IMhe composition of soil as a body of material often made

up by the very thing it sustains, i.e. a mass of dedgjantand animal mattehat feeds andustaindiving

onesgives rise ta form ofancestrglcrossspecies nourishmetttat implies not only that soil &

transgenerational entity, but afsmctions as amdependenécosystem

To return to thepermpgpeadt@hiwd o iperdigniites i sewherefore uni que,
mat eri al embo dirmgemti sof ikeortide stpbeyd eadsf rwoerth | as i ts surrou
and dawmngseen itmmaets wdlhnfsd duws sombonenttrdelemft t he oak
predomienamtslesehhin the earth caelmgl bécyh thigo®yilkekde&kodn her e
t hrag fteorishign, under or beneath the earthenAsopbkbetoghaph
often associated with notions of deabfia danbebeung a
underworl d where | i viVug rh enienng So@RRdBe!mdl frpmth nearctleorl da r (
Har a,watyh e iceha rhcoaenisvcea ce g e nceornacteipvteu.a leA taavaly tf o ommownwot i ons of
Ant hropocene (the aalkrnadmwmdivdidgngggmee iti camthumgpmct on the
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ecosystem) and towards twhat whieclt ald &sgunisbees GCd tfimarkm agfn e
wi thto,l di ng haet ionntceer t wi ned r e alpiltai(heass apf@ ghé)5n®a ns, ani mal s

I n terms of pnoembngyg aviisHuragheeg cr,bbe®ncftaoronme to refl ec
t he twlhagys opwnacti ce phagtad ecsr enaitten | Magesse wiomlwuetphtsoear e

Or galnmpcr e ® srieolnast e t-pr ajléerc tthhee sa@isgea moif c bl atrphtr ebsosriead s
Encounttdhressms oifirseysmpgae i n i mapds stommaist harreesp mett miomd vy
andt lod ms:e |fiviehse y aabrsee nnto ts utbhheect made present by way of
presence of thathasgh jeeootl @ viemy ittesn{peowaarli noennglchi@ndg2d3 : 11) .
refl ehcotwieavtesr o t beephbébgdaepbica theodyrecltatcwaearect i on
phot ogmaphde physiyc alr ewSagidel nfexno mv2(0 1 7 speak in more di
relationship between my images and the photographic i

myp h ot o gnraat pehrdisa | embodi ment of their subject.

Al t hough these observati €ms hamon npreat dt hecpltiyntel bBoetl
are made ofRhitzhoetaykpaeost B mbbdg t his function through the
i mper masemweél as their comi ngoinbted weeammgl plapewgh t he
Har awayggtetsrtough the conceptmofvet hewa@hf h o muotré emehgaxtit hat t
phil oMobphel Serres describes-pdanthd Sfpaant & DiNRIlOABIpect s
makwei phantnsot t & @g&w mssitd e r hGehg htomati RYhpi ezsoct oywpleds not exi st wi
the asndi Wesetsttohemanwkeendd not be representative of the m
ecosydtearief t o i mibtaatketwrigt hsaottihl@ fac hat By e@arseataindy & | e men
aesthent eohemaspéctoadkfhitsh ehroonceevsesr,, iseflue ¢t tved miomet he

productiChm hofh.otdfipsspasach of soil thlerogi@®cesdphype

devel opment, amdnffaeditdi,mignd san iMatdeRios e wHiwWifiTdhe Mas erof

Pododasa series of talks exploring materials through t

fin chr omat lneg riaegpadhgyleé s t pblealswtatiitonsatriyl i meteldes lai d lott tod
develypur siomage wipdphkrd, fiitxed |iln stthd |l H emelaaititenrgt] i n  pt
wi || be mootFlyenohewv, s2b2 4)

I n essence, &daerpveheronedbbrsheéophotographic process,; &

develWhperdeas i n tr adihtei onmealg ep hwootuofgdr ldbpehhyd e svter ®y é d pass
surface odhdthagpfadpdelm def or e iint cwharso ndaet vigdgltroappehdy, r e d t o

proper |l y devlenl otph et hceo nitneaxgte hoifs tfhoev evresgfeotna lipd$t alimmiodyi c at i v e
pl ant crhatl tl &m,g d ngdioomi anla notr f or miso ocfo pkbnbotwekgendagpaihnet e x t o f

t hveeget al atndr Ma(rxile@rd4) al ongsi dkei gther i(acga&l) emedage nacfe wH o
moder,mwhayt the art critic Lyl gaRdaeer (Ralxlegr,t RO O0Rgnt ii
noting poacsiucéds that hinge on i swé ittmhaen ecnhcoes,e nt hnaetd i aurne
expl ore tama-hmdaermanlch my view, this is due to the photog
|l i ke the plants they wor k swi ttho omo rwee rter a dnistpii orneadl bfyqgr ra

Cht honanRhpi ezsoltyy ptelsei r very nature are at risk to chanc
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Fi.34 EphaStlJageRolel, of Unearth2@B84an28ak xr é2Plscampd ®ngi t
seeppendi x 2.5 & 2.6 for the additional images in the
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Perceiving Phytochr ome:
Arboreal S&ngati and
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Inspired by tOaek diaecwementNartywr(Eed81l %y elay eshe Semvomolrogi s
Mc Gawahnd the associated research into how trees know \
winter Pmortehs,i ngihagti oelsr bmev trees mi ghfis degdrecei ve, s
surrounhdrionuggsh a chemi cal p fipchmy e mtd.Hircn melye iiad glee dwd sveeal It
vi sual strategi &dsbaneatodm@pmtamti ke Hifrpd esisviomg Phyt oc h
poet it@adldiey per sap etorivemexahi omvf t h evyi smpaglhlcyei ve t heinrd surroun

how the camera might be able to articulate a form of

According to the research of forest anid, eMmomrdiudd onary
Gagliano (2018) andpbk&albiahiot Manmneuseng @IOi2Ily ,percei ve t
than centralised to a particudent roalgiasned i&red iar tiisc U loa
their entire bodiesfisediding hti o kt, r t haer fed romeégrtommd neavreleayrse a |
point of their body all at tomc&nslaatpeotiemtt o attThoy &ddt inanm
narrow down this Petreretiivd Inlgy fRidtyid altc ihe xopnese vWinGe2ptimtthi o n

t heeaiftsabj ect and .toepéeptdabyf beasesd albirhdde & o0s ereire:
retdkoned Ebéahdscawpgrreo magpd &tmiangges made w@uden vEIaiinazdd megt h hle
Bi g Bedavlyi ©Ola kfnoyc ucsasnreedn e ur roundi ngOfragdsesabpyg these dec
taken to subvertAther @ als utBhhacte afmdact uesgsi eeds acord taH @ igrn  pno/rsterl
physically with the tree, s ymlgdlniicogfkeynegd camewna dbkeh® we
envi(PAppseBdiI>hrouBbooatei vingbPhjyp okt ha ghwdeae, e t the ere
separ at e ihtaesreagtnii o nsc atnhtddaw eil pptemostrtrd addtastoe dger i sed sequen

As ment ioriegi,narly experi mentati onsofbelgan tvaitthha hao 1soegrriaepst
made wéccttehengsi t esTlhhds d wiomdges st.rraegtdolnccddeds ¢ aped smage a
the surrountdwngaaecdQueteynoeEK 9 z8aBh egt B e)lTIIa kdarkages | chos
wempdot odr amplde when standiamgl dloamked nhtgd ot H é eo apul rdr coiumgd i n
myself in the Aposiatri dre Pefr etel e beeagkd.R hpyr tecs oadr rvicemde | seon

branches frosmaplaiedd madegsom& pr el i niiAmpgreyn dsi toinl@l. 2lfi f es
whi chlihfaesat ur ed -iipnr otghree swso rekx ha rod t@FGpBL323n APBENDi X

As s hiej ecti nafgvetaheels elreaatvheesr t hanl | aseddctpessatnme editi ncg
t ohbaebstr acsbf st hklhleke issfemeod oluirignhghoer | giurbglect matter and t
conceptual strAlctthiowg molk maidk atdghrglilre d ij quir tr etdh éwd d ths

alternative and experi mengdradvipo ws etssmrdd spkrleodwenst askremli orgi r

t hceoherasmtdbeor eti sal was uwstbAutkheen gs ammee X p enreillpaesg &t eh,e s e
exploring Ay dmotewp e &mdbemci dteedr ¢ 0 see i f | ecetoounledd fi nd a
cyanotypes. The rationale behind this was that now a

felt important to revisit photographic methodol ogi es
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i.95 EphaSuWwsurRdaa,s ®nofl ,a mature oak in Hergest Croft |
2 xcbhDi.glital gicl®e print
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These ideasit edattdnehtdd scexwte r ya-posfu nS a lnagr Fparsotcierss gener a
domestic and ctoonmmalce Sthriisptsed ¢é®m contrast to cyanotyp:¢
base colours, including red, Mwhée cthr dc doeg atno mpa k eni ¢y ad
Sol arFast i mages are very similar. Both use a transpse
where cyanotype sol utidinn niuhset sdurny, bSeofl carreF abseti nnge epdlsa cteo
some initial icnhgalalceentgaetse, oanst oplaacwet surface and expos
transparency to occasionalbkdfy tshe cgkr ittrot et videt gpoaspder reg ntieneel
finiished&al so found thawheny plhated Snéatr Fasttllpeikertdsy anot
certainddteaiell samdfac¢il awa ppdtnThésessarily an issue, as
of maganbdreal vision did not have to mirror, the shary
these results spurred fucyheot gyppeePibfaastttd gpenti manrs. i Thh ecsoe
hybecyafnost pmadgepsedts that were a mixthat wvhr padptepe
onhiwch solpwatiindredwant o t he ,s uhrofwa cteh eoyfawehred compapselora df i trisey
were expoped nftorf .rwammatritihzedf3%k hi BWRiteiean Conatt et hat Mosresum
of Engli shMRRL)lIlurlait fea (Fdy&y). J o ebhriacdhgelst t oget her queer r L

working in a variety of media, tos®ask questions about

Ths experienceoaltlawvedl!| f sj@tasdunmge otfo trheef Iweocrtk on whet her
continue with SolfarFast as a dominati-ngsft &@laltatrieomf ¢
ret utronheed proj ect ds o hi gikn alor ien sigerieapjhdyd tadiiso troe | tahtei ons hi p
and tthoe owihyi ecfheA sr etdh e trheadt Iliegatvtes use to grow and percei
t feeernd of the yidimly wswipeichlrjgud to hefmame eiprefgraar ¢ d It ihg m
how to visuali$a&vs$ amdt dedmigt bad mosg! or ati o®@rghnsoi l and
| mpr e sDauird msgy tdames atcirmasjillandi{fe22a®i @ )Itrhiesh conceptual docu
phot ogRiaptha&r da Moesrgilkood ogfr ap htsh & haangdinmgewar between re
the Congolese national ar my,i nastohvg dD esndogtirtradn uwaldRe @ludu ri
film called BBdpkBA&mwoakldrdanmi on talpeaptuaiedutbe Kosge
| andsctape i nrfanasrfecdheiiiddgmagdaeeb sy e gienctaot ivoinbr ant hues of
pi Rka.t her t htahne schoomwfilnigc ti, n sSMibessteroay | thlaklges§it pgmabhéd | and
sur roeralunnatfuorracli nsgt attheen caouadniit eeredod g r e d (Wi al nl ¢i sa@ri\ghda)t

QueGonstel(kakkdwmrsat ed by queeprosgeedo gtrhaep hgeure sJtoieo nJ uakse st,o0 whet h
rur al Iife. Drawing on seven gueémowddqueesn ds sdaimisgt thredld) . K.
areas andthowughteéist sepeepi et u,halraswhpudarke rel ation to the
identity, made queerneéesasrhoth wipaicklse adm dsgel dpllyeed deexcht i t h ® nv
featured a collection of objects fromHheheeBMuséumi st oEnghi s|
with rural occupations. TheTlhex hSithairtsi cam, &a [Baptieapandf od acm pghaenriéeodr nb ahn

piece written and directed by actor Timothy Allsop, that | ¢
historical LGBTQI A+ characters, who in turn sthrarexpeéarhieenc e |
of the exhibition at the MeCCSA PGN Conference, fiDreaming
Net wor ki ngt iKtnloevnd efd@wreer Constellations: Reflections on Cur g
English Rural Lifeo (2023).
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Fi.6 EphaSuwsurRoter,uaok bf, a mature oak in Hergest Croft
202432, xc HDi.gli tal gicl ®e print
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met ap hoamaikealvliyvi bl e t he walyasn disnc anphei sc,h acso nvid lilctta sad gt ectr b
portray | andscapasselabeaapshggdiical tfeamieded due to arti/l
boundari es

Fromlt thiesc,ame i nvtiesrueaslt eedf fienc ttsheof i nfr ar ed ofniclepptwmdn n
capacphygt s vamakev i, biedbilme ,orvikashdedak Aerochrome is n
manuf athaer edlriemsati ek t hat && o mimesrilst@eusy hst unobhn aahs, tehBea y

t i me o fa pworriotsiingaa &G &d 12 0.mnT of itlbdinbraanci al l y,lunsuitabl
begaemx ger i memagevs tthhatvirseupalli ceaftfiesdcfriitsh ebafdy i ftiallmhy r at her
through tshefep gceamdsir@ t),o dBe viedl opi ng tae cshentihgmuse dpff e @m i t i ng
tonal ranges iTaftooc urse dnsy cdsnodb ¢peicrok gnh © L o g rtahpakt &irhewee s i n

pubdria@unds of Hergest AfCteft m@stagetoi Hi Kghghohn Decen
the tree on my tfowrkstemwahbh&«c amiomegdi nthrei gwune da Iy atrtbey sy mb
l earning | ater that the symbod a&asirgeng Uliaerd gihtee rofutwi gic
becamegnilfoiccaatniton poi nt , much 1 i ke theBatwkerei dash.atOwearme
ti meaving passed by the oak olIn chegmer etmeuheafr twhael kit rteoe 6tsh e
gradualt trhawdgtes seaaswalsl as the effetTheseolfyrmgppat her up-
observatLeaésemekhods of sl ow | ookingDué¢ otng thlRifor e he
f ami lainadr irteyp e atle dd evciisdietda tti oo nf,0o cPles cteh e/ i chegvodalh g phmesrhtis @ anfe |
t rreeThese expedreiveenlaoepse tl ainn tlaawe Ik nofwl ierdtgieme il thei t pamé
which | beodamstmadsgheaki fying strategy, something whic
I B

Whill ewoo k etdhiegsiet al |y bl t ewkidt & atalye scol our edits were v
engaged directly withttibe ottthee agtwyasda twjalsa ti met sesr ¢foet letd d onn
t hael i venésdy od nmirhdeeismed tHavinmgeest dlyltioshe d mechsee mpnstr
pl ants abseishdgetdhwe ii ral dcyonualndi sbnre f urMbeiroempthiasd safedr e, be
cruci aln fsahcitfotri ng my cr dat ex¢| nsledw oyt et speetdbet
effect ot heeawde si then Ki ognh 9 0i otalke wmopémirng t he shutter ¢
wind began tiomlbutidweg a mh gtelsudsw r adafi athikroer.g s u a | and method
strategwesdenfsoritrtpahiodb ywygr apher Wohd B akembajehestd t o
capture twheldepé@adllidnof2011 Bl akfpracrae brxpthed stycdp minn g

ephemeral subject stating that:
The iprkrat ographing the wind contains a paradox, t
the wind is invisible. To depict the traces of th

multiple exposure. The relad itomwsshiex todnderd, phhed amy

process, a mapping of time, an e(Blialkdmarnte,0f2@hk)
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i.397 EphaSus urRoaetrioonn lolfl ,a matQrreef to aks ti ant eH,e rigiemsgt on, H

i
02432. xcHhm9. PWigital gicl®e print
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Bl akemoredsplchwmt € e ghroa dusseeu | amd ytt ¢ eckesp ii mt stuhmanemd v e me n't
its effects upon the surroundi ngAlvtehgoeut gaht dtohnd o @ ns jr godtt @
wind, what drew me speci fi caelnpyhasoi she d iionfatgheesa mosh et sheen
t hatocaraes i on alol yt hteli uprori end tbiiofk it ryognlBé mk e mo+t e 64 es,¢ hfar ad o x

r esoubhatk i ng wi na priasji endites uimsl piskes @ hgekk movement of. natur al
To subspagtumentdhyot ogr aphiwd tdepitetclhoe gypies widted ef f ect s
updnmlerean,c hfeossr iex adnptca@mider eleur red t o t heOneohallengeodbf i nvi s
photography, or of the still image in general, can be to imply movement and, concurrently, to display the
passing of ti me. I ndeed, one dominant discourse arour
therefore act as a kiraf artefact of an event, or person (Wells, 2011: 263). In that sense there are interesting

similarities in the ways in which humans develop symbolism around events or people in relation to both trees

and photography. Both can, in independent but overlgppays, act as tools, triggers, or artefdstgch as the

subjects ofArboreal Encountersfor the practice and experience of memory. They are efsmurseboth

direct products of lightThe difference between plants and photographs is obvious; trees are not flat, domestic
objectsthat un | i kcen bg gulted cutsover a family dinner or kept folded in a wallet. As sessile beings

they are rooted to the ground and even command a sense of power in that if memories are to be evoked one must

travel to them, unless omeakesa picture.

Bl akemoreds comparmslni pleecweseposdakongercrpbeovagpaeof t
negaandethe ways in which | andscapdsandadr eft tpempd lev evsh oz
passed threfigkecthemen more so the intriguing symboli:
based mébdtchimti que and engagPee rwietihv innagd sPrhéyl onéghlroopreea s e s .
cul minahisnresearch and experimentation. I n8h2023 | w;
Coward Foutndeatdewe Hmpghlelgaebfandr evthiit maged rtahat drew m
symbol i c as'hUescitnsg trnoyg eBtr hoeerit.c ampER®ION @ pKi nign o%ip roiarkg and
SummerThi s shift from dindriretala |fliyl nmopdriefsi eendt ei dnaag ense w os et
it was an entirely new wayhat prbddchagpmheohtiosgwe ethh eer
maxi mum ef f ercad ffirlonm ianfrrteedd WIVodk | 0 etr as mseldd ul travi

from ent er itnlge & éhaelf sladeingse. siMms t hleiigneto@rigne needIs exposure

function in thenesamaeswalme ranmamntngof | igbompéeheaftelter
coregpbasreore | ight is ,tegqusheatt tefamtecendd dnh gwthiec h ha
further i nmphcea cagteiqounse ifnagr f 1 i ck at pwe v emt othhe hehdtetnesr |

automatically (el spiecgfby dbhaakt eMfThssi meahsmy hmodelat
usi pgeamatic air shutter rel étadaes sBwiopéniAndtiscoseurt |
defaul tt poBiThadeu) t eepémad narndala, ti mer is set for the

VYEstablished in 2017 to honour the |ife and work of photogi
Coward Foundation is a registered charity that offgrs finai
2023 ,milt tseudb a proposal to the charity for their Analogue Ph
and A1l fig5roo0j efcotrs for which use of analogue techniques are ce
Foundati on, 2024) .
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(ar s ed oamrdd )t habny ctluorsnei nlgadc hAnestwh.e c hchall engedwi th i nf
maki ng oinmages fferent el scitrf@magese tnliott g pgsdpneccetirvuerd at t he
sarmead | &9 guihs ianl edHiayttah f r ar ed Tbocompehbsatmerfasr |t kies,
my Bronica ETR&dhlveebdbuottdons on tahedl édwns dTthd sthelfp ac
me anisatc atmrea i fetussed tradtiihmeohealdfy,t hbemfodraliseengt h
real i gnerdedwodtohy) it medti peot inng ofi nff slaugehptf.act i ewhlatt ¢ hns
means is that at the point dfher evli ehaestipimig smMhesadsihnugt t er
t hmywttuning my camera to an el ectr omagnveitsiiconf ibeel cdo ntehse
unstablrtelMheniedafcadt s, however, al sdshahe i eoenrsee pnual
to approach plants i n (twhaicrh dwnro ceclpescetornoanha gynyertaifce af ifeolrc
arboreahesfght that the photographic metmyodwmnhosen t«
Vi siimnyet anot her symbol i candf fieagct pdfo theagwe acpehn tar ipmrga ctth &
hetdpstabilise the human.

Taking influences from the cr efaitnavle i$heargacese gfioergy of Bo s
Phyt ocfhoommmeer i o oo b ¢gthimpd svhen pcloancsetai ttaoggeeetntbebrdt 1 e e w

Ki ngotagkni.g5, 280P&te8cturally, tvhee tdiodaagkst coemeri aedsacap:
orientations (@©rfattther Kti mgn othh @ 8emwioz ad rht daln ekeedgedamndbgt i on
from the base ofFii2ths, t2n6u n8kwdt8oa didtisb rcoreoavina p(lbotdepi tt t he
branchitea ecefsi¢r ewlEwhWeks imsngidear exhi bi ti on shterrat engaise st ot ¢
create an i mmersive experience of the tree through ir
below the tree, al mbdstt laes iimhapgeaed weirseuanmi tihrifnl udnce st
upon the | eaves of the trea,ddofridienccealsheapbri mageuBSBut

with correspondi-Wg Roman numer al s, I

As | have examined, treesevery muchof the place they inhabit. This can be thoughtafstically; in that

they are vessels of cultural and social memory which are intrinsically bound to thevhEreenemoriesof

them were formedr experiencedsuch as irArboreal Encounters But also,in that they are a direct product of

the soilin which they are roote@nd the atmosphere in which they are imbeddsdlemonstrated i@rganic

Impressions They are, in this sense, a material and cultural embodiment of place éRkbKenes, 2011).

However, although sessile and of place, both of which sugiggsfixed natureneither are they static in their

processes or functions. As much of their functionaditifidden from view or near invisible to the naked,eye

except fromthe morevisible and familiar seasonal chargfgove groundPerceiving Phytochromamsto bring
awarenesstotheald s sensor idatlo puenrccoevpetri oannd depi ct tihpat,treebds e
these creative methods referAtwi a n d M adedbgeatif§iing aesthetic strategidsat challenge the cultural

implications of plant blindneg#\loi and Marder2023: 3) Before | exploreand deepethese ideas the next

chapter however, howturntoa r ef |l ecti on on the three projectsd comb
toa di s cussi 0 ncuradralstrategiegpd their ghibsohieal implications on the practiesed

research.
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TheaHRreaexe Photograph:
AConvergence afndP CatrMsegtrdagides| c
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An Ecol ogy of | mages

Dur mgrgesearch | haveé whatviestrésvaetriaolns wi, t lpafemnisé mdns | ycol | e
membarsuntdhboiwndi vi dual p.Ho e erees , ohfa vteh odseev bthabipveedr s at i o
stood omotr et o hhmeaqbuheher. rWhHémcyeii ewmiansg at hwaehtopheans e ct s

i ndi wirbyaektls,haabdbodewer al pbespel stedqattdhheeirr subject mat
forms a compl et e |Iph cetsosgeroacelsisdb yga lo nt reeveer y substanti al
organic form (the | eaves, nbamagshidenst, lottalrmeakusstiryorct s aandd 1
constr uct rbéese heeniastadpntyot ogTaphi cefbamn ext éedmtn ntathi s met ho ¢
Fl etcher 6s dessci ehi iofhbroefgpkaianpgs iedcioemon t he oak into its
of examination, beford nduwtrtmerdg wiitt hb & cdhlke tkangoenl éeedeghea ipd i r
20117y .al so, however adduiti osatpdesEGierpalheesnd® fe chelro gy 09
i mageso (F)J]eachbras@0md@)e cdrmomlry agsdavhipdt8mebB7ammi tStont
bo®kh Photogedphy tthber dabmephetacsgridphshey weSentammg,ecosy
197FN)et olwars@s i | ding from Sontagbs i deias odn tihmet enteircman
in itstmedni adto walrddesnd h @inc e sh utma nd espuibgtecntasn usi ng ecol c
met hbdst hi sheensee of organic matter, their presence
components oftidinsgloay,hei nraddoisn setafi f lw&rrm wovin elcaod db,gi c al

As ecios ogjg¢gf i ned as the study of relations between | iv
envirgqrModrntes an@danim@misopwBladc2t2i)ce i ncorporaneesransdpeicdo ss o
pl awvatt efrricamh t heir mutuali physliulcal benvaisd himmast atmne phot
example (or r eguwlctA)t cmfs se ad cdhleqlg ihraalee pernocjoeucnttser ed and ma
seventtl pesome norfe whi sually representwhartehmrepgle sehdteag
t hr awhgeh r matyelridceablor eal ,Enmatueirtieals gat hearead ifmromar peeraadt
i hmagesndofirdweaclb | t ur al ,hiyrhp o rdtisn mea ntdépi esedennhgtiyhe pr
more than dmerkomgdmiasnh.h e miun ddeidsrtorfi buti on bet ween tree
connecmags vi@agans ysswatmshe@g «afainnd s calti eve sdausaol | |terceteisv e

ent i(Siimeasr B) Th2A B nian prdoedcuecas wdfi ohkbBas been absorbed int
ofArboreal ,Ehsbopemsrsertain decay andr ¢ @alevar c tpir mrc etscs ¢

mai nittas nsudrnoumdi egnosgsovoea.mthis | ater)

Thesencfepdidr echloy i omso oWwi dvds bedxicveopatd t h@tonmatcheontshdmet we
tré&es$ ng ptrhordouucgehd r,o ddhresyyism €#tmead t hough¢Wohl|l t é&BH.enmgh2el
Inf act, could be saiduinktdtiroanms hedr magebset t b ogfonmescetsi vi t
into a phot ogrwurmpda rdthhaierrdoddypmd rogglyy siitnooa It he methashysi cal
approacmdiuscsted creatively gred ephoctpagtraeepantiechail sltyg r yh,o woehv
history, knowldaudhde tafeeisnd t heories of ipigantheée nwiedéi ge.!
ecol cpinpd/lefx i tow, when placed together, the oak tree i
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These of course al so conttrreieburteel attoi oanns awn atrhei nne stsh eoi fr het
insightrianbatpaerd thhes twhymasinn aplptr vme$h es o hkbe mdi,e t o
splinter andnéesef o dmeacsveprr énOs @adni ¢ | amPRrea cxii ovri:n g

Phyt ochrbomerh fmfc ushimolr e specifically oQormoimphpdmaiemdg Be of
photographic imatgersipalics ¢ @ dtghtodsienativrieeaeh, e e h h emend avi b )
them, evbdbreoshdd t htarta n shféestprressld ulcaas ve qual ities into t
their bDeiknregpesduced ,ahndeditstwiitthuthedumanly constructed
Through owymbmwtsthaal oalpr addokHdh bivneaagteibweat hitahteoinr whol e as
well a@9o mplmaEgsttosme of fwehri cnho raer eu n s ene d-a@tgtyg i iadithbese ir 15 9
tanderstand the fundtuitohelvsfa h ey sree Icaotnep otnce nftesr ms of hu
When placed in rtehleatiinodni vtiod ueaalc hprootjheecrt s f orm a hol i st

approacthedonr gitduemrpeadr specbutveal soouitbwi rhewnl il vees.

| Ar boreal ,Bamccaccmkier aretdhoosigthet dei r thhieswettartiioanl tomo rEtng:
herittlageconservation efforts that supporttammidn,l etnhgaihre
own form of orgé®ngeanpceéstsmnmaageénsaddeen s honfamidl , shei |l ar to
ways in which | einngsapgéeadd iwni g hmoat raen ne nmp hbsusth jse ofih indtet ena.t e
was then | ater extendewhitmdhE®wheé urest asofh anvoal sapl pi
exhibition practice, produci nganiddheembos edf regahgt wp et
aspect of the i @adPeylcieviivni gn ga hPahayotpoycohacohme hee lolakl ar | e
through the prtoot eima gh hnyelv ghsolwafbomeme of ar boretaheviseeds
ability to mitigate the growth, sTaget hsehra pteh e lsrbu nmabsepre ce
be t hootuogohvte v eurqit liter ekl iy wn it rhreeo atngd ewidtidn git(dmaufc h as t he th
i tseslomstyryuboaeyeer alhoao i mdwmdnalcirioe wse of i @ve tthri ene a

| andg da mpmebchiei cdheotsaf t ee b arAldP dricsesiuriersg cBimng e ocephleadnets o n
proteins, this matoaumlthdo voidrogalsfdr em etnhéd eext ernal to the
and invisible aspleicies arfidtleedpfraestsr ee mi ght

To build on these destessions bnnoyw movatboi al met hoc
exploration of heWwatashtprope another through their e
of my expanded photographic pmactoiake t reme @istf ipaalt!l yoftt
progress exhibitions, and the development of an audi c

coll aboration with sound arti st Joe Davin.
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The LiviNeg u@aek:on Displ ay

| cliosheapthedi sv¢ tosns ecounr at or i al met hods-i an
progress hexXhi RiOt2i2o0swd sP@23 f i ¢ pr o jtehcetisr
i mpact on audience engagement are both
devel opment . | nt wagodrilkb r ogr esst Bk bBi bt heon
experiment with and egavahyesr ifne ewchh achk tdre

d out c
are di
i mport
s all o

P) oj ec

ot menrd bimetwhats of commuaoi lecadfiivgBeecaseae chif t hi

havetibpeéxt section in two to focus on specific

the wayshiaep Wwhboabhbt atboiualhadesmurnaitceagtiseisgr cah

gallery enVheemmahpechs | osaiko mwadipfl hahig t he

exhib

pracatai clei vi ng embodi ment)hetf ume uaodl see amecthh ascu btj e ¢

di sseminate research.

In lateJune 20221 answered an open call from the Brighosised environmental arts charity and gallery

ONCA, which requested proposal briefs forathnee e k e x hi bi ti on i n August.

gallery and organisation that champions the creative arts airdremental justice, | felt my work would fit

Due t

neatly into the remit of their programming. A few weeks later | was notified | had won the open call and that my

submission, whiclproposed my first solo exhibitiditled Photosymbiosigthen theP h Dwosking title), was

accepted, bringing together the three-putjects within it to explore their visual and thematic connections for
the first time. After meeting Lydia He,awdeklatG®dNCAOGs Ex

ONCA decided to extend the show from its initial three weeks to a full month run, from 11th A@jlst

September 2022. A prominent yet experimental component of the extébgionp r at @NC# wds the

display of a living oak tree in a glass bowl within the space placed upon a low, white plinth in the centre of the

room(Fig. 31).

The sapling, a seeeder grown from an acorn from a Rbgy mature oakn the grounds of my pareidts

neighboud backgarden, was uprooted and potted up by my mother soon after | developed an interest in oak

trees as a cultural (and national) symbol. Its potting, both personal and intimate, was intended to preserve a

sapling specific to mparens énvironment, which my mother would then nurture until I had my own outdoor

space in which to plant it. Through this method the oak tree came to embody mamgiatieel subjects, such
as notions of family, of place, of time, and of hurmature relationsAs such, its agalmost directly correlates
with the amount of time | have spent conducting my PhD resgesgihysical growtlbothliterally and
poeticallybecoming demonstrative of the growth of my own knowledge and fascination wibidmfic,

socialand cultural aspects of the oa&e Its significance as a visual focal point, being literally put fiaomd

centre Fig. 31), was a way to spatially and metaphorically centre the plant and its exploration through research

and creative encountength treesP| aci ng t he oak centrally i sheroh

humanin a cultural context, however it also performs other functiBesween my own observations and

gallery staff who invigilated both spaces over the course of both exhibitiensight of the audience was first

cour se
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Fig.30EphaJ.Ro¢, nst al |l ati on of | MRagd o sfyn@iNGAOGlesdBrightod. ay of A
2022. From lefto-right, five framed photographisom Arboreal Encounters photographofi St age | o f
unearthing anandaakgrtirde eo fs asp | hothfrg@dtDtgan meresgignersd dhe living

oak tree Please see Appendix 1.8, 2.7 & 3.8 (and Fig. 31) for additional images of théwprdgress

exhibitions.

drawn to theree, their attention then travelling to ttedated artworks which the oak inspirédthough subtle,

this effectmirrors my own creative processasd places the audience wittmy shoes as themovethrough the
spaceAlthough my own methods replicate human perspectiattger tharplant perspectivehey provide a
triangulatedelational experience between humarg k atnrde e¢ he oakds Mins walo rrte p rpd saecn
the physical subject of photoa@irmphtso achas trelsielaircdr twh e |

nat-awuleture in the audiencebs minds.

In this sense, the exhibitiswvereexpanded beyond the bounds of a purely representationaltspgmen upthe
potential fora dialogue between object and subjdai.include a living plant within an exhibition spaaiso
presents some practical and logistical challentpesmost prominent beirtge introduction of something living
within an environment that is more suited, and manufacturethdmonliving. As the project has developed
these challenges have been incorporated intoutatorial methodolog meaning that natural light and gallery
invigilation are essential componeirshe safety and support of the oak tfed.branching point from this is

that the inclusion o plant within the gallery spader a prolonged periodisruptseverydayexperiencefor the

LF otrheex h i WPihtoit ors yimmb i200s2i2s | wrote and sent a tree care kit for
outlined potential concerns, risks, watering Thoeutd enteasi lasn do fi
this care kAppemdi3hhe seen in
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audiencethegallery staff and the tree itselfn their shared encounter withe oakthe audience and gallery
staff in effectboecomecustodianswhetherdirectly or indirectly, through the shifted social dynamics in the space
(I will come back to this later).

Oneexample of thiscustodianshipparticularly surrounding gallery staff, was #higention to care regarding the

oak tr e.®dringithpaeeménhthe gallery, | received several emails from the galéeticularly

surrounding its healtand the appearance séveralOak sawfly larvae thabeganfeeding on the leaves of the

oakmi dway t hrough t he Theirshdd Biéntificaton éame aboutndeeftatmeanied s wee k| y
wateringand themonitoredattention paid to it throughout its time in the gallekioi describes this effect of

increased attentioas aformofis pecul ati verphyhteopoastriups dsdn od fapdiaaapist al
their objectificationthrough thesustained encountbetween humans and domestic plants (A621: 3).I

return to this idea later i@hapter Ill, howevemy reference tthem heréas taken teemphasis¢he similarities

betweerthe oak tree sapling arlde heritage trees dArboreal Encountersparticularly in relation to carén

addition, poximity between human and treamdthe oakassymbol are both intrinsic factors thahite the

young sapling and the ancient trelelusion, as | have alluded to in the precediisgussionsnot only gives it

agency but largely gives the artwork and concepts thattbdsitsome tangible relation. In short, the audience

canput the knowledge gained within the space around oak trees into practice, merely by turning attention

towards the living plant in the centre of the room and recognising its identity as a living, breathing, sensorially

perceptive being, as well as its sigrant identity as a cultural symbol.

Exhibiting the oalduringdifferent moments of its life cyclalsoprovided aype oftemporal dynamism which
demonstrated and made visible the material changes an oak makes over its lifetime. Théeproetsse of

both the plant and the photograph were made visible and tangible across the gallery, displaying jars of tannin
and soil, a well ashark and leaf artefacts alongside the images they participated in creating. This curatorial
choice was a decision taken so as not to cratvithes or tablesvith objects and to allow for a more direct
relationship between material, process, prattice In a literal sensenany aspects of the exhibitiexplored
attempt s theonoriumannwhetherbyoframes, in glass vessels, or within vitri@bson, 2022)
However,alongside these visual indicators of containment, theoretical and creative concepts that attempted to
liberate the oakfrom theirhuman containers were simultaneously explored. The inclusion of the living tree as a
constant reference point meant that not only would such ideas becernpatamed through their immediate
application to the living tree in the space, but also as they @aaried outside, beyond the gallery walls. In

other words, the display and containment of concepts was, in some sense, also a way of releasing them into the
world. Although notrepresentative of the nation, of grand battles or grand people, the oak grown by my mother
instead demonstrated personal symbolism and an intimate example ofhamemnrelations. It was both small
scale in its obvious qualitigs the fact that it wasmall in height and agé but also in its unobvious onés

in portraying humaitree symbolism and relations in the miniature.
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Our RAoORssearch Soundscape

For t hevosidpcroongdr e s s,t & xRhoielehi stjioaur ney of Creative Discover
Heritage (68% |Ideeiddtdad nédes di ssemination and display of
exhibit®9evesrpalcepractices t hcaur astRdoond o s yinebhi @tsinen s uof ng
accessi bhdéiistpff aaanrdt i st i ¢ anRu e etsceeadr tcrhk bperfoecresasse sonl y a |
amowrdt researacith aifdoREhetycas yihdbweowdam,nyasosf the artistic pr

i nfl uemy erde degar c h, |  warnetveeda Ih btohfimsmtdi an meengssecpwmdl iwor
ipProgresswekIipmttetnatoearl whye h awvinrt h. A sReoxotttospk ace in a communi
gallernly @slpacedi d anloite nvaatnitn gt oa urdiisesknce member s from t he

practitcosou ethhtehor y oj a ag awiegbheta u n ftaomi tith eéhna. It dhhrec e é ©ed e d
to be bowahttehwet ok nowl edgwehitlod ebhéorppertd d@mtst he vi sual art.

After some prelli nsientatrlye dd iosnc utshsei o odselad obfe aa cscoeusnsdesdc awpi et

using a(FQR).,sBdeti ng an el ement of Cheeexwembeétdiont iinhh w

throughout the gallery alongside text encouraging auc

I is

recordetldmryati ng it sedrnd eaDstejnasi ndgedne tlo had previous
fbr my audioWwislLahdé¢abisfSteeaonr ecei vier @ Duyvtidgreingi n al

responded sonically to the waddisngnidnt semedtsgtteaent et
c

teauttobotwkil e t hey nmloovenda kaer otuhned atuhdei og aplileecrey .1 f i r s

Wi

such asabdrewsowdgrustl! i MOy itgimaddly dalk Ilwoakeswas intend
films meant to disseminat-projesets chAgsd hpanets ofel my efdun d
for Digital Cultures and I nnovation aotgetthhéeirUmairvter si t
documentary and soundscape into three vignettes that

my backgr ounTdeiinms pwuid ctahovesapretrit il sypbiytr reed Amer ig@aameawvaant st
Lauri e Ahhaerrts oifgd dal 50agg whose f i(lam deoxtpilhoet)e tdaotgkpd Idd e at h
through her imagined passing through themMbartdopfaaBuc
Do Andersonbds form ofargs di Wielelt i@anigr odecgaktehg ar i ous per sort
whichhameual |y portrayed t htrirobatghr sngd |f rathadi dnoer ma€ ti mg
Lol abell e plAasyitnhge tfhiel npiaansoo. i ntroduced me thoow he con

My seconhgprwgrlkss exhibition took place atbfThlulAy"fodmrd tSH ar d2
August 2023, and was funded by the former Center for Digit.i
noted, this exhibition was made as a continuation of my ex
researdmadiisomemI|It was also a means for me to test plausibl
heritage trweskiasg weodhectepetes eoofl | haubnoastna ttil @n i nt o t he sub

BAt Land and Sea: An AQ0OLl3Yyd sluwladsb @&t aitdiyv e,f Swdisewiasnudal exhi b
sound artist Joe Davin which broadly surveyedreberdouongsy of
Photographs taken icamelracki &twhist eweun®i mgdienover a period o
crowdf unidteidorexhAd | began to explore the smartphone camer a
|l ack of access to damakiAngmsa rmchwda sach a@moegounee phrainndt, a expl or atii
the smartphone as a | egitimate photo making device, and on
photographic medium beyond the walls of the gallery.
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Fi.1 Epha J. Radef,wolm sniya |l oagtpilodne A&fF t er y St uTdhroese Wor ce
photographs Arbomr ¢ hle dpuwmrorpoeucrtce rtshe |1 i ving oak, placed
of the room. QR codes providing access -htan dt hse deeu difo tf
fdreft photogragpmmndarmsd den ntelkxeé t o the wall text.

poetic forms of filmmaking, radtlled bhdhaampprheacheadcasnea
di ssemi natHomwe weers,eaamncche | began, Il realised that the
interesting, interactive and i mmersive strategies wol
ex hi bTihtei oindeas and written narrative originally inten

ei ghithut e -aadohdr 6§ 9purmOdis c &plelt2s3 )t.l e d

To continue my research dn spoeent@acn afdo ramhse scofu nsdt a rnystteall Il
Janet 0Ga F®9fefstasWal kwi shed to narrativel yt gktebshred t he a
Kington oak thattefrereiny i iiyeDRdayildi jnegh roononeb ot h Car di ff and
devel oped a wredtentpvecwrithabhgmigui ded medi tation, i
relationship bet wesenweplllanatss laingdhthuansanas symbol that |
with the acti okf todr pdhodessinn g etsh es .iasuidti ore s Intir dvietglieo bt hei r
thencouraged to wadsk talreoyw nldi sttheen, ggthd ti setrgyoed f smgnd s0apme
foommh atuadlim additi on f oRrotgheXk panudoeldaotalppet y of research m
avaifabilemolr ed b onalge, psreoktpoetryipmeent s and tests, for the | a
material such as bark pieard amseadak ogeadlei mgtplaadeadnw
Apperdd.iZhe seedloitngtr i ctblays epda rfte waefa rpgrhaodnk o Ehrache my
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stepfather plant ead oium dhhifrgeereggprys emt & © dTdhred ewalsir mi t |0 on
collected on our whRhyo tbaascytnhbeir byeef agprgee kammndg attpd i n my par e
beftor@nsnfger t o .Tthhies vaadsdei t i adno ofh et Heex lnsi ebdi ct iaogho cont ai ned
from whi dhuist exiteemmpsdy mbahdcf amplrbak he¥btada trlesul t ed
was dtilse | ay rcefprtelseemaalElr bmmet s bi ewvle nddadowgehy etrcn ei t s
seedling and its connection t ogactohneceeep tnmsy esxtpelpofraetdn eirn
introduction surroundilndgothmde g maete dag @aon dvniak g eodnya.l | y
Il i ke the bhéeepi bagesapksngeraamdp satahlhdnis gpredissmidadyf ami | i al
v altue tarnede sh,ow t loei rsupltanminigahgt emaitré umat er i al oarknect i ons

and the hruwmaouantteratt hem.

I close this section wiqirhogroenes refhieltittiiommss oand hteh avion

curamet heblat has emerged as a principal theme i n my ¢
creagptrioveeaatsshei si bility in, thegvuweixthi bdtghte oinn cslpuassiean of a
soilas well as a preserved,adrhamdcfhh ffr aamgmeahft tfhreom @ 2h2e di

ONCAMyY i ntheemtaison o dr awwhe{pthe@mbigoapthod c edse nernatcse oefl edmesng
of physiicadetiweaenr anyts el f adnydh & nineds i ccahk sa feddfee@hhys as t tuh e
theoretical c o nt(edxits coufs stehde i pnh ontoorger. &dpedtsaei It rianc etsh ec onnetxitr
thrdwdgbeak seedli ngrasancea piln matgldah rsdpdageher whoohecti ons w
myself andemherf admihlewntaptesaoll per somal discacis®tdi @ans t!
beginningsedtitdn,s tshudb coll ecti dmsofal esdclc apsejdeaote it ot @
pr achtaisceed research a,s eaxe raptolldoigeydsolify riemla gaesust hor shi p bet
trees ofThmy extpiedy.ment al -i gy magates so fe xithhi ebepfef bedentrske H a & e

met hod of cur atainadn tfheoeri re agcnhy Sptrachjieicath ng t he ways in wh
di splayeth 20®dwhwbl e to put this curaeahi éditieseatch
Her ef or d Cspbleltengeee2hdftt h@rcatlnodbelibe Decembeémni ng the finishe
projectsntfbagretthheer T6i detsobj me.drew on the curatorial s
pre

intention being stta ad ergri ye sf droga d envee hperpogeenctt.6s f ut ur

Vi ouPprwagrless aesx ki bmettihoomds t o structure t hEhdispl ay

Having examined the projectods cr earteisvpedhaatoikhgecou ad ® r a @ d
i ntenthbtvos n tthe otrhemciecranls coof t he pr atthe cies deepdns dihaE
concepts of pl @bnldainnidomtcell sl ipgheontcoeg r agriifroerihrhdrer xmy t o e x

phot oglmamibg just depict plants but also come to embo
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Chapter 11 1: Crown

An analysis of theory related to tre
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l ntroducti on

The crown of a tree is made up of branchkteunkl @avenaiar
st ems. In forestry, crowns are often distributed intoc
Royal Prussian Forester, who in 1884 developed furthe
(Kraft, mig84zaKa& Zawieja, 2015). Ranging from fipred:«
classes conjure visions of bhysaodafoorbdemanset dt ssi i
with words that imply value depending on their proxir

classifications are not specific to theitri onrdwres,s RV

ei ther Anantaitvievoe 60 rs pfiencoines, that blur the I ines betwee
and Cloke, 2002). I ndeed, even the word Acrownd and
arboreal hi eraecshy sfepanratditenvgefg dttetedd d, i mpl ying the for
over all other green beings.

In this chapter there are three parts. The first deal
criticisms, its emergence as a thematic and conceptue

within the ndcdeddasl.s Tvniet ks etctbe phenomenon known as pl an
an@ritical PihonltarsSgt utdeoe esxiami methewactice that engages
undoing the philosophical proximity between humans ar
proximity through the theory of the phpandriapgdas ohde
trace through their printed material. I conclude thi ¢
attempts to dissolve forms of plant blindness by becc
that ammey ®de seen without the oak.
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From green f i ngelrhsi ntko nggr eveeng ebtraailnys on pl ant i

Al

I n this section | explain the concept of pl ani
meaning, scoping out its theoretical use and
introduce sever al rel at ednttelrimsg d rhad taa eo wtslsior
use within the thesis. From this, I provide a
intelligence, its emer gemcaiempwa ctth i unp oma i cnuslttrueraam
towards the di sctitpiltinnckes ,Theweh caiud ttuhremalpraoj ectii
t he-hruoman, i s positioned against the risks of

section by contextualising tHhhiseddireceasichn ainmd
my phohtsogwoarpk, both theoretically and materi al

challenge notions of plant blindness.

though the idea of plants having, variously, agency

fact can be |l ocated in many ancient religious systems
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Ma

istence withie mai heer Wasmt discowarbkd hasBuesthebdbst
d Cl arh nc202Mme publ i catTihen Ha fd dRetidari T2Wotha frl ceBaped ress s

garding or ass-wc fdvetbedd wai tntotftome devmddkc bdofr 8mzahee S
nducted RORR2hbdas990&pired several exhibitions and |
ientists, broadcastéedsoagl &hRlsaernts oiamtgalyglei.gvdant e has
nerated many related terms which are associated wi-t
telligence. These terms inc{(Mdehwmbdoslaletmlpa2®Dlt) t e
ency (Jones and Cloke, 2011), pl ant neurobiol ogy (E
gmtinking (Marder, 2013). Although distinct in thei
spective scohotlhaerisr odn spdeiil dablidoaigpsniyat | i nks t hem togeth
ncept:dedianiFwe at ke sake of continuity and clarity,
telligenced throughout, except when referring to a
derstanding pHumamns eamtdi toitehsega sagderciysi e wewrerhawhiams e
r mal ideas of plant intelligence were conceptual i se
r example, have a |l ong history of situwaeting human I
mmer er , 2B0uledn f& e 0d2 1la)nAd tChloaurgkh, t2h0e2s0e t heori es do not
rm of critical inquiry, their prior existence and t

gagement with the work of specific schdodllakKs mmeos ewor

rst and foremost, it is niomporoaatteéeémpt| boipyovéedadrr
ant intelligence by means of photographic practice.
at provoked thoughts of plants and s$thedy. almder Alcai c

rdepl ant intelligence and its relationship to criti
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ontemporary art criticism, providing tool spltaontesxami r
artistiangrMartafoe2®)0.2 Aoginhge argues, offers the poten
present perspectiveplannshedpngxwhmytpl aht Bumaght ¢
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bjects, and what meanings may be derived from such
l ations def v eaen df aM&UOPedr Such i deas are also noted b
holar Prudence Gibson, whose exmlmaemygghiasn scefs arrtt 6asn c

pacity to thitkineo wloegdegteh earn dp lcaunl t dlreaalr ns twhdyi eosu,r scoo ntnheactt

life is importanto (Gibson, 2018: 6).

wever, although many researchers in the arts and ht
telligence as a subject, the conceptFiemaigys bargat
gagement with plant intelligence is generally struc

the research of plant | earning and memory retent

mov edcrtitersowgh definitions, arriogiimdtoignyg® ,i rbosdme o

hesise research ideas and approaches but also to

ognition of plantsdé fiinteractivityo aaddtHel ot Bxi s

S
e
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1 0F®9 some scholars, this demonstrates a dichoton
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e. Pl ants perceived simply as fAbackground envir
uring percept i ognu,e san doncsh alrloaumgle sh otwo wiitd,e rp rcouv c
or domnignhatn Wenspbaecrtat s eeent i fic modes of thinkir
he Enlightenment) maintai ne+uanaanlsav® sWhfditc ahtaosr
during my research of the discipline is that
capabilities; the misleading comparisons mad e
ence (aomthnasrohieotegmofipwhich is perhaps cor
); and the fractures within the scientific disc
ity arounyd ofrbtai onmos ecsfd essmii rbiatdupdileiath e seepo Mnt b mi z

200t hWpPAerroadmap towards a functi onal )p arSadyiggens tfioorn sl

e
I

al so been made by scientists such as the evoluti

Ki mmerer, that coloniser narratives which, perhes

aks

ofn ptloa nhtusmaanss ,kiare pervasive within the scient

ckagesngostcthengi 6wic di sc3 ;l i iiemnieGraggrl ,i aznll, 3 2& 1280 2 12)-

h

n

p
i

erspectives within the sciences also connect t¢

ng features, is described as Athinkingndhat pl &

uss0er , The9® merging ter mg mMmepdbasi ngg Goeekhy Dirolkagwd e(d

ysiologyo being the scientific study of functions

entific concept that attempts tokoowrkredmenghpkai Ms

bility to perceive sensorily without the use of neur

ontroversial study of plant neurobiology, which i mpl
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renewal of terminology highlights the scientif

rameters of what plant intelligence may, or may not

out |
e sc
gage
hl an

ine these debates to demonstrate that efforts t
iences, |l argely due to its condition as an emer

ment with saodehnhouenaastwelsl sgadhodrmatrsd application
ger (2019) and the author Michael Trocel ISeenc r(e201 3)

fe ody PRetndrs Tompkins and Chri sitempthiest 8) rdall mest hier

mage

srep

d the field of plant intelligence before it bec

resenting and simplifying the underlying scienc

reiexgycirtesearch presented in the book (such as the

sic)
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, hone were successful. This |l ater |l ed to scier
ting resear ciheson npelaanitn gb efhparvoi poousra lsst uwdi t h s o muc
t were turned down. Pioneers in the field chanc
A decade dfhteerSetchetp lLhlfiaptthviesdemitcet Ifeod Pher om
ivityows)twWwiél onaowsl ogi st and chemist David Rhodes
ication. Rather than examining root communicat.
nal to ach other about Iimgpendingyg.i Thecpapet aaok
ger notes, as groundbreaking as it was fheretic
Despit eventually being published, Rhodesd hy

|l s and at conferencéeb. tdbi $amntli aat st ¢

e
e

Pl ants were vregt osu hpose ¢ utcch e atmmati caatnid str
e
n journa
n

volutionary ecologist Monica Gagliano and for e:c
arious scientific commluant iieftGlglkii ddre¢e 26h8&r &t ¢
el opments in plant communication have continueodc
ecific modalities regarding them remain in disfg

lioti, 2019).

s just a brief history outlining some key ter ms
ist, but these domains inform my practices and
noting, ibose, anldadi cpmpleiscatri se not just in scic¢
ophical perceptions of plantéaccdhdiregate sheuht
o Mancuso and the philasbpbtor McahabhsMarfier, pt
ess, demonstrated within a distinct | ack of pl e
alms of philosophy, owing to its cyntcomuemgtiaonm
tern thinking as simply a commBbanty ThMakdego, :
that the distance between human beings and pl
ophy shadtled copautnthayppare ibut only within the cit
terally the boundaries between human and veget:
This Western philosophiamdls tpradiitdieom tchoanp | p g
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particularly under the increasing shadow of the cl i me
nor do | address this specific problem in detail, hov
chall enges of sbraigregitng nttloe cplnavretr saati on, and to ackno

real ms of wester nWprkil mg owihtilt adnd ha gkii mgt. i deas with
has its challenges. Howeven,whhth thesents seepaschubnt
been founded and conducted, including the effects of

and funding.

I n contrast to scientific studies on plant intelliger
communication, although not wunusual or unreasonabl e,
ways i which humdessasasaigayeof hendewstanding the wor
ant hropoemoueglsi and attitudes -btfumbile nlgy mavihi @mt anafyo i Mmp e«
understanding rather than facilit anoeg ei ta.ctWhatt yc arh akme
thought, this may inspire new ways of thinking and er
engagement and, as |1 haabeihleiotuyc hfeodr ocnr e ant itChhearpmeedri a t o
representational through the physical interaction wit
enquiry scopes out the boundaries of pl-adst intelliger
background and as having somehd oganme ft ismaersroe i atwiam @ n&a
associations, such-l aketkhemotapacity for human

I't is here that my photographic methods diverge from
the oak as a component of the creative practice and e
produce work abowitt h ha&snpe Btys wofr ki mgg oak that mitigate
photograph, | AkboueahgEHtoeadkomh taeriea centred in the metho
subject (the ancient tree) atmidvesendhagemgrst cawi matnet
intel | ence have other capacities, too, in that they

g

humans have placed thet weegreltthkHeme et hespandt where t hey
separated. As |1 alluded to in my introduction, this ¢
Mancusobs hierarchical analysis of humamsuanddngl amies)

climate &dmecge®) yT200 lIpl ace philosophical and physical

nomuman environment has practical i mplications, such
of, human causes of changes to A&rbowvad &l ,Dn @winstgeordy ai r
proximity and distance are challenged materially thrc
Rat her than approaching the oak at a distance, throuc
compomnfentthe photographic subject, meaning that to enc

the oak itself.
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Al t hough notions of plant intelligence have made t hei
conferences and artistic pr ojceocnttse,x toafatliesns €t rhger ecoornkc espa
new form of vinsfioornt ucnaant ebley ,c aashti.s U orm of retrospectiyv
or an obscuring of scientific research in favour of &
Rooted, Bamngxhibition in 20220t tthe Wiilcdmet €Coy | e
that the words for fihumano and fihumuso are etymol ogi c

little evidence to date to support this beybsd the ¢t}

earlier form of Ahomod, meaning man, with Ahumuso, me
Regardless of its truth or otherwise, its presence it
known for interdi samidplriesaray cenx haitbitthieon ntersection of
interesting indnaaati ®enr effathioovnfuanmae bui lt as much upo

phrasing, written Reot e, Bait migldaircltyorde menxst faoatres a cu
recontexexbnsisergpaert media within the concept of plar
contemporary practices that attempt to wowé&r ki th and
br a
seen and read, my photobolge apwWaitcesrpgage¢ eis¢ é ngnoage svawist h |
age

nches out. Rather than simply placing the theory i

nts caneipafwacof belceimr own photographic representas

There a
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further questions that arise about aestheti

way an work | ooks. I n the framework of plant intel
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artwork nd t hies uad It eduattd come odoulhkilre vposasagemted as a
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wi thin creative process. To literary theorist Pat

—

human ¢ ur a productions-witrg iamgf,omwhiacfh Fhley tdegrcap tiec

the p boundary between artistic portrayals of fI

eso0 (Vieira, 2017). Although grounded in | ite
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of photography aAdbobhealwakE achoeo hcooenrcsempda p err of
insights into the ways in which the materials of vist
the human. Thesteelfidwrplsami sohavé ushe acapacity to alt

material they become part of due to their presence wi

I'n a materi al sense, such porous boundaries are expr e
absorb both organic and chemical solutionbewbmkbn a
the porous boundary where plants and human cul ture me
bears comparison wit h-h@intasno rhdysb rd adnc ephtato fi st,h ea sppleacntts
simple represenitragtieoands emb gd yaond asin icmengkiti arrgto f( Gé diIsloamh 2 0 1 8
makiwigh (Haraway, 2016).-pAsoushaapeot ¢én umnhiclirpedas e
material, my images could be argued to act @s physice
artistic portrayal of their subjects together with ¢tfF

material within the print that visually represents it
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ndness, a phenomenon used to describe the Iiteral
ween them anWabhtdersegetanld) ®ohlbds(er, 1999

see both the Froorme sptl aanntd btl h en dtnreesess :t o p |l ant

I n the previous section, I outlined the use o
to photographic practice, showing how these i
section, I expl eaoeacelpkatmmnlei mdbmwe Sorans af phot
engagement with plant intelligence undo or <c¢h

termds origin and history before examining ho
blindness througvhi tih st de ecaldf i my estacdy on

their 1999 Guéaset Abcirti @craina |B hpd paaaitsa Hhe rWander see

sabeth E. Schyarmrsd edefiinne otdlhue egulotuaurdalneand social p
| pditegti al met hods to prevent it (WmedecarechhnlddiSe
ween t-hd8 agdat bieheeBdrsni ngs ahbdcwety pdliswtdyv €r7edd stthuadtent s
were queried only 7% expressed an interest in ple
mals differ substantially from plants, are more pt
me mhi dhres amfi mal kingdom fAthere is a recognized tend
rli ook, underemphasize, or neglect plants when teac

, they ask, and att enpst,ddaar yeamsswerv eirrl ofoikv e | sannd csi?n d t
ions of visual perception are briefly explored in

ceptionnand nigmd dian g,

Static proximity is a visual cue humans wuse to gr
pl ant speci-esmphaesnidzeéd, bei de t he totality merely c
explain the fAplants asr y atck dtrhoe oc Ipihcem®,mewme nar €€ oand

see the forest, and not the-6t)rrees (Wandersee and
summary, plant blindness occurs through a mixture
nt world which, due to its enormity, can feel i mp e

'l engi ng t htiasi nb rciongpsh éwiatit ' bDistsiment he-sdomaies @afmdcmairt
tory, such as Gibson and Al oi, have noted the tenda

ruse anthropomorphic | angutaayrediprsqpadfmet badhgeet s hpget

remai nisnaawébhkopiompmtpheémuaa t he spcoiienntt itfhiaccesesearch be

sub

not

mer g eche wa o khourneucs&uc happr patthe magader t obwatd distst he sc
properly exp@Bpe Shmm aolyt GAbhoopb&OQpefsoeahodi at he
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creative engagemengt uwdités ,s csfiemntres amrdg ptd hmensts t he probl
recogni zing ntatodrued nGiubseamn, i2018). She | ater conti ntu
t he r e aydeesr, tahratt rfai ses awareness for critical issues
Pl ant art has a greater capacity than mere aesthetic

energizing force, &amy thowmat amd sinpxfi stt h3mt (sGideson, 201

Gi bsonds i deas -ionft raod uwcse & bhalama niset taoofimsatduereed i n rel at |
bot h dhaynsdi ccaolh.g epad uppriloduce a series of wonrtkrso dduecdei ctahtee c
oak as an artistic subjecwhiwohtfhugr tohheern ndde evp edruead tchrridu
introduction of oak tree mathlerrbioarle ailn fEontchobusnet pehrgss ms ad f
introduction can also refer to historical methods t he
photographic technology, performahgocanpleogleack rdg)f e g a In
beeni Mtrreoducedd i ntoOphet ogs pp baAhst, hposneoatRY/hpaegsoitp p e s

Organi ¢ |, mpwhei sBshibobnsk @l Ene ocaungreadomi nantl y uwnseen ¢ o0myg
i mage it, could al soi bhter ddhwaighg tolie avsi awédmonrmoopartes o
its survival. To do so, I contend, may confront the &

predomi nantiinyg prhodeomg,r api onpyomakeed htean wo si bl e but

These creative strategies demonstrate ways to chall er
project goes one step further in thatabgtcaocedttr it ou
the i mperceptible cad eligwtriynotfed¢p| anplsor ed dnalt wsievel y
i ndividual species and as a series of individual s.

My intellectual darhererdeandteinee rerce @necwdss e ot utrheds i wany s

outside of humabhhmahéepwhgasi bhat they are also culture
combination does not seek to prioritise the plant wit
acknowledge their shared par tpiedicpdtvieom aknd rtetees iorua bsii |
cul tur al relations. The |l atter here is not positionec
a setgryatt hat expands the identity of trees as objects
previously explored, although the rise and popul ari ty
the domain of pl artssi mtaenl Icirgean ee nawd flolrimsdmf engagem
creative practice, they do not challenge the role of
part, my argument is that ifodnelwawnsheéestedl sgeincesln
one must think differently about not only how one enc
i mages.

My own travel to and research on the trees in my stuc
physical touch and scientific research, offer exampl ¢
devel oped, my own kntowdttelgieea.ndAanyorcdiermd itve Wander see

experience with individual plants or species offers j
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towards more personal trtked avte gaot$aflle eviowrgledp,r bemacal andsi

more intimate relationships between pl amdtsurae dr gleatpil &
(Wandersee 4089Stdbusesherpf the fApersonal 6, however, ¢
personal relations with trees, at first glance, may
spiritual connection between myiselrfotantdhd heade.eeBo odx
further, I draw on Al oi ds notion of fAspeculative pht

relations between house plants and the domestic space
t hper actice of sustained encounter with individual pl a
plant careln(fAhei domh@&tl)c space, ledeaarrigwed ,t hpreausgom adi rr
contact and haor taproatge nstoi aolf ffeaor a radical form of enga
plants from the cultural objectification of capitali s
preconceptions of plants as hmmobrkeguio&rtp di eaandc
eplaced, and instead allow the custodians of domest:i
through their gradual witness to dhhdndgatamad.andheé ments
hat pl anbtesc gweanglh® wbir kper snatead, speculative phytopo
understanding of plants beyotntddae t@rn at otdeohjesst aa,s wlhie
simultaneousl y acknoiwlye dogfi ngga itnhien gi i cnopmopsl seit beh vancacre s s t o
[ €] not as a diminishing factor or a |limitation but e
human ahnudmannonwor | dso (Al oi , 2021: o44) d Presdoaumgdat iofea
example of porous boundaries), Al ooi continues, are sij
with an indiAvtiodyal20ORIllantd4d . This practice is reminisc
resainsgte to plaaretf IiEycitowmepsr sonal and sustained encount

through fieldwork, research and creative practice.

Trees, however, are not domestic plants encountered ¢
experience with heritage oaks cannot be Iived with, i

with them is convdlnaupmen tt hafo upmhho ttchger adpechi ¢ prints that

work directly with oak tree material. Moving beyond t
exemplifig@gdibmyg mesemarch practicet, evehd Il ht rcend | &ercd si ti :n fi
histories. I't is here that #HApersonal 6 relations can
bet ween myself and the trees of my study; hehree | deve
physical ways in which | interact with oak materials,

i mmersing of the print-i witbdwceéhgubpeaoi nasdl abjeat |t on

turning it iotbeatphetogrppbduce prints, or my cuttir
ser ikmhsi zodt \Rmegsher than existing as a series of romanti
oak trees of my study, which could render the trees i
materi al as they are peroswanradls. nlyo eexxhpi abnidt itohne sper atcht o ucget
domestic plants, the oak treetsapl ong ofneeesdisiico ftnyg tehxrhoi
its inclusion in a gallery space. By placing the tree

to share time and space with the oak on a regular bas:c
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experienced within a domestic space. As these instanc

Afvegetal temporalityo (a term Ilinked to the philosopt
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l'ive on a diefqfue rmenthutmames d @l s |tolwa down f or the

rder, 2016; Aloi, 2021: 4). Met hods of sl owness at
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e applied as photographi cr asphlreartse gd lecsh aAss Rld rshkraurs

MyHo u hegnep | oy a sl owniesl¥sepbdt obsephiati met hods. Boswo

s u

bject encourages an embodied awareness of her s

tographing trees as either an objectivearortoextract

u
t

ng
(

Ho Lee, who visits each tree sever al ti mes ovVe

for him) to phododreapls pthotBgtrlhpBocsvewechbhand e rmy

Pfearc ei vi ng,tkheyrtediaptargemevi t h t he sl owness of plant t

ience, what Mar der describes as fian attitude most

hough these processes do not tlerxnspemiteheambhnacdi ot

wness demonstrateantdhbopembatialeafi whabrAdgeo bet
-hnuooma n wo ralndls MaA eGR4 : 4) .
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raphic material s, Il now turn to art historian
on to plant bContdeR&Bhgmhdn &eost oRgdrRdipHhaywi ec ueefB t |
e of a photograph by Michael ANi cko Nichols, wt
a giant sequoia called the APresident". She e»
rapher [sélbitolte mmueame t yanadniigtht chall enge cul tura
of representation of plants [ anddlasied parpteirdul
, 2021: 521). Through ¢tbesreéezu@&Cdgmfbai omahpgds
al ®Bzgaziampé,i cHowi e argues that by printing an i
als, the Aprinted photograph asks the viewer tc
er plants as bei n2gls r5a2t9h)er Ttoh aenx pA hobroeg et éhli (sH o wii er,

ountier sits most basic terms, thedepaped mae¢ercal!l du

t h

plee
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e s
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e image ( Marrtderi,t 2@0rldBvi 299 .t Hen sthr Ad tt hroailg hi ntteg
ceimoediasto think of pictures of trees being r
sitnrge ehde s & e ardeei ansf oardused earnida Iries e n o tRedf nl se cotfi nrge goenn e
i deasChfthrotnlo®ny g &isn ct henpdesbBéopbil osophical i mpl i
from deamdy icnogu lpd atnht e rreeaft ogdet eheeg ¢ mMeuagthdtonmifv A t h
used in my projects existed previously as | ivir
ew structures, the paper contains its own regert
titutedhsurmfeaod oftrogmawtii c representation of oa
tible, mirroring in some sense the role of soil
as well as Hhimanc pec ep ptuhadornd fochrmbeohemks h e ek sf e an
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deatthr eos compomyphot ofr aphdemsenstah egipmgec e s s .

Wi th thils cionntmeyndbwhapgortraits of trees challenge not
aspect of thrrough otdietd ombi nati on of sustained consi
phil osophical engagement, and through photographic er
relations with, my creative stnrdanteesgsi,e sb udto ntéhte yj uasctt idvi e
di sable them. To return to aVagopire@Blyapher photagramphe
photographic pritrmtes absred®tt jswdt edd pdmartdaetfii puree sleinkte nbeys swa
[ communiheatae]t ual prede&noe i omfe nt hAasD 2gwueb jtdadntni n was once

body of the tree, and the soil and roots beneath the
usually unseen, their presence in the primtesemgauéres
of the oak simultaneously. These processes ttherefore
demonstrate andv arheusss .c olmhfirso netf fietcst ailss further reprodu
the hidden aspects ofPérhcee iovaiknogs, Rhell il oubl harroasetirnuec thuorwe tirr
a form of wvisual perception. These collective creati.\
functions that signify and reflect its At eenspeonrtala on g
series of creative bridges that decentrae Itihwi rhguman e>»
ani mate being. As | have argued, my aim is that my pt
that offer deep, radical forms of disruption that not
blindness,|l askoat themowithout encountering the trees:s

Veget al THeaoak: and the Photographic | ndex

Having defined both plant intelligence and pl
the thesis, I nopwhmoographnhnoti adexot ot demonst
phot ographic objects, not only poi-nt to but c
established idea in photographic theory, this
on indexéad)ityappneach the photographic inde:
explore the capacity for photographs to becom
referent, which extend beyond the initial me e
reccmnrseidd in relation to plant intelligence and
context, to explore how, by combining oak mat ¢
becomes inseparabl-ebfeomifagndt mmyoakent dat be:

The term Aindexicalityo, coi arecde by & &%, pfhiird ots oprher g d
di scipline of philosophy and semiotics to describe a
thereby implying a form of inherent connedct(itchmtbet we e

which is beTogmpepmatealgraaphs as an eaamppbotographl dp
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i t se rtghfee roeankts,, t hrough my physical and photographi
eates meaning and directs the vi eAwefrusedk hasiptleen toifo nt htic
ncemt be provided fogeamtRai byeddheowhmoworgaaphic histo
r 200AMr cahritviagcllieWwalwbhech he sfiptedudcdatumphet ogualphsirec
ey [are] physically for creeddetdd BB s p dred pp diento uli y iy
el ement of the photographic act, this statement i ¢
itten, |limiting photography to its identity as an

dexi coafltietny bheaesn used in the humanities and social s

-

otography (Gunning, 2004: 39) due to its existence
en, 201%)heofaniatl o gruef eeraemetr,a ascords | ight refl

on a light sensitive surface. These ideas s
rrou

d
ds the photograph as iamg etxa@a mpé et rod s taaud hearnt i &s t
i ch X

® S5 ®d S

sts (or existed).

t houg my argument here does not concern notions of

ide histori al context for) the photograph e
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cts of mycphoobgoaphi dpprato to their referer
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em, al so to the physical trace of the trees the
e

ation of t h

ﬂ
D
-

terp phot ograpausejngdbat ogfaphstarert
the traces of the physical world being photographe
scribes the formulation of the trace a$ beflvotsgfy

S subject, before hitting the photosensitive emul si

Sepp@nen, 2017: 114). To place this in the context

wn p hpyrsoxciamhi ty with the trees, but also to the for mu

most as if it were a fragment gathered (or one migl
alogy considers amalboguerghatsograpglkis upon the negaf

otographs from enduring notions of objectivity.

the critic Susan Sontag points out, to view photoc
sposition of the photographer (Sontag, 1977: 6). Tc

objectivity andssubjemagvneyphogeghaphs as a materi al

t h
t h
bo

t o

p h

rough the eyes of the photographeanarmatudtiialg ti mad e
is discussion, therefore, rather than subscribing
undary between the representldewewnenf omefslhesathijregt e bt
my paltiamovtites subtle reconsiderations of the oakods
otography allude to what Fox(Fakbdoal deschedddyadi g

notion that photofgomaphat lhred dt ¢ hiemaz g aictig gl f as an aut

s i

p h

milarly shared by Talbotdéds childhood tutor, George

otographs, or fiphotogenic drawinlhgsesidor opottreaistusecés
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the greatScMHrat i 3002 Nat hoaedgh(Fox Tal bot and Butl er 6s
t-amgent , it is worth noting that such ideas were fc
ientific record of nature uni mpedadthgrartesattconnt
otography as a means for garnering objective truth.

x Talbotdéds calotypes, with their characteristic bro
l ver nitrate (Harrison, 1887: 31). Hi 8Bearly phot oc
monstrate not just the Atoucho of nature though t he
vel oper. I n short, these processes signal two f or ms

ace of lWdteh pdeawndl afhsatand aalatnecres otfh et hpeh ydseivcea |lo paepdp i m:

magé&s biomeal dEmncmatntwese gallic acid or tannin to deve
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r cyanotypes acts as a reference to the historical
igin of photographic tedhrmrasl ;adyi.keAs mmaontye do fb yt haerstei set
actices are volatile and toxic as substances and he
21; Fletcheaor arpr2e29)d a rsohnetresmp dbascskdasSushai habtdenDar k
wever, have worked wi-tbvéebapén asiagsoskali eabée, pac
otographic chemiacailsc ahadts amarabtad Isvesd® rstubbasnt asntces (T
rkroom, 2020; 2022). The oakébés presence in photogr e
vel opment, its material traces stretching back to t
e meg gesnca chemical component in contemporary sustai
f

erenaprdt MaAddssirt he fisustainable turnd) additionally

o
—
o
«Q

raphy. By focusing on the oak, as | have done t
ween current contemporary onfovseursetnaisn a bhlagt puhscet a ghrea x
oakbés presence in historical devwadl osppeercsi .esTh rnt

e interests have prompted me to gain historicezé

-

e
v
ning attention to the oak and its processes, and i
ativ
p o
mpl e, my creative strtaot etghieeisr trheefreerfeonrte tnhorto uognhl yt hiief

e ®goasegioes handivegetal turno, the oak has be:q

nting to its own relevance Airbopleatl odEmamhuind elriss

el f, but also to the historical presence of the oc¢
ir activation through the printredralmatgiegn It o otwh eno v
tographic object.

ilding on previous references to Howie and the prir
po aasneed paper provides the images with an additiona
ot ographo6s oregangdrogfaantitc ilbmpprbegsssiitoanlst component s of tFh
subject and material, existing as traces either be
rface of th&hpapery pESsudcuhe atsa dtimhemme pavbhpéeet Bt the |
om t Ae bpriematlt &md Ctulnd emn)at yHoewsever, al though such not
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Fi.®g2 Wi lliam HeAmr yOako xXTriete8 48t Wr n5 £8 x 166 .9%/ Ic6m)i.n S(all % .e4
paper print from paper negative.

are materi aldhyt hporneost@npttelsiecAmpb & mde &1 QEnlc caurngtueer,s t hr ough t
i ndexi calmyt y matglesst are inseparable from the oaks that
turn to what philosopher Mikael Pettersson describes
the viewer and the sphjsedtPetepresemte@0ild: pA86Jgr 8 o me
wei ght due to the exhRebfiettiboine gaFsrpeenccth olfi tn&ma giryaect hi ecoer.i s
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tersson &b awspeheontnongerca p hoynd sa miRtaor xtihneist yd eesfcfieatptpeen o f
ki egpehoefenicnef Banatclyes Anl@8&Dperl iek eaers Blawnibhielsi ¢ al cord
ks the body of the photographed thing to my gazebo

il ical cord, that these intimacies resemble roots.

a myad of potential modes of Tonnhnmagione foomsdeméeger

towards the gaze of the audience is to reflect on the

dep
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icted, but also to my own relationshitp Wanhetrlseetr
Schussl er, is a prerequisite for establishing mee
said that my photographic prints develop such root
ounteirvelBBy apepmadaching the trees through the | ens
historical di stance placed between humans and tre
ks question thisl, cromtcejpust baust aalpshoi Itchsropuhgihc & hei r

hin) photographic processes and material s.

se are ideas are consi derpadj|jmngtasoir e |lamse esddiedarts ms
ounnhetdeir engagement with organic matter and its
nse rocfei vi ng, Phgtbehrbobman meeting organic component
tead presented with views of the oaks in an entire
ceptible to the naked eyd. flilmmnakcragat @i pr oxsmbl ¢

ience and the oak but also to an el ement of the o0¢
a sense, into an i magi Me&e®n v iHenonsdeoéi misgs i.sno ,w hci ochhc etprte
Ximity to the oakds organic functions is also gi Ve
h through the projectds titling and through inforr
dtyi vagpproaching the oak via the theory of plant in
wha it h@h ot o gprraopchel scpyemb cleirpaadmntncandnexi st as materi al

m, tohabhet bgt e nmbagteesr icad rhdy stiednjp ® d ty

to the | ayered nature of my images and their pre:c
oak are repeated through matemwi al, bphynwgi cahtamd es
the oak as a | iivi npguirsdpaami ofboeyegmbThi phetoaket hi
ative methodologies that resist wis$hexitssepcesbhnni
turabAsicemti doyed in the photogr &plhioc elahsiEmnmcouinh eCls
red with research that explores the treedbds indivic
n elevated to cultural status. These aspects, ratt
exical guat stbesfotushegpthe point onto each treec¢
orts refcareattd vee sdrfioes soft hat aim sbiéstabltieshi maa
makhse as mere representational Tddwi des , fulrutheas deaectf
ough my cuwhtohi akpsahdameuy ptadesaotguraepha cl i vi ng oak a
pnaky ng the oak a physical presence in the gallery
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to the traces of their subject, but they also point ¢
Considering that tree is itself a sapling and not one
oak t oo bencadmedsegiibtascikawy o t he photographs that bear it

its constituent parts as an ecology of i mages.
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LANDSCAPE:
A Concl usi on
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At thebeginningof thethesis,| openedhediscussiomwith thetitle of Landscapepoetically
locatingthereaderin anenvironmenthatprovidedguidanceon whatwasto come.After
trekkingin theimaginationtowardsanoaktreein the distancetheir gazehavingslowly
analysedts anatomyfrom rootto crown, | now askthe readerto stepbackandobservethe

treeagainin full view, with newknowledgegained.

My conclusionsherearetwo-fold. Firstly, | reflect on my practicebasedesearcthow my
creativemethodologiesnswemy researctguestionsandprovideoriginal contributionsto
knowledge Secondly] considerthe meritsandlimitations of my approachoutlining areagor
furtherdevelopmentTo finish, | explorepotentialfuture branche®f the practiceandways

thatmy methodologycouldbe appliedto newprojects

As | reflectonthejourneyof this practicebasedesearchl notethatits developmenfollowed thewell-worn
pathsof my encountemwith thefirst heritageoak, the QueenElizabethl. Whenl startedout, my surroundings
wereunfamiliar. Carryingwith methetools of my trade,a cameraatripod, anda bagof film, | traversed
unknowngroundtowardsa specificyetambiguougestinationWhenl finally reachedt, | wassurprisecby
whatl foundthere,andby whatadditionaltools| realizedwould berequiredto uncoverwhatneededo beseen.
Whattranspiredvasa literal aswell asphilosophicaluncoveringthe digging of soil aroundthe treemixedwith

thediggingthroughliteratureto scopeout the boundarie®f natureculturerelations.

To encounteanold oaktreeis alsoto encountepersonabndphilosophicaideas.It promptsquestionsabout
whateventsthetreehaswitnessedandit promptsvisitorsto imagineatime long gone.Anciento a k s 6
physicalityandlongevity oftenevokefeelingsof humanmortality. The encountepromptsanacknowledgement
of thedisparity,andperhapsncomprehensibldifferencebetweerhumanandvegetaltime. The oakexisted
long beforeus,andwill mostlikely continuelong afterthosewho encountett in the presentThis perspective
canin turn createfeelingsof veneratiorandwonder,which vary in intensitydependingpn the personandthe
circumstanceAnd thisis just oneconditionof encounterWhathasbecomemostevidentto me, throughthis
study,is the deeplycomplex,historicalrelationshipghathavebeenconstructedetweerhumansandoaktrees,
andthe contradictorywaysin which humansapproachandconsideplantlife. An exampleof this contradiction
wasexploredin thethesisvia the concepif plantintelligenceandits own complexroots.Thetendrilsof this
phenomenomeachinto moderndaylife andpositionthe studyof plants,andtheir definition, asproductively
complexandcontradictory Throughouthethesis a significantconcernis the explorationof ideasof
philosophicalandmaterialproximity anddistancebetweerhumansandplants,beginningfirst with my
misunderstandingf the usethe fencesprovidedto protectthe heritagetreesof my study.My examinatiorof
this perceiveddistancebetweerhumansandplantsis botha relevantcontextfor my studyandthe groundwork
for my creativeattemptgo movebeyondit. This approachdevelopedverthe courseof theresearctprocessi
did nothavethis knowledgeatthe outset,andl discoveredt aspartof the journey.As a consequence,have

discoveredhetransformativequalitiesof centeringplantsin creativepractice.
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A guidingsetof principlesof my practicebasedesearchencapsulateth my researchjuestionshasbeento
askhow photographsnight be madewith oaks,ratherthanjust of them;to askhow historicalencountersvith
oaktreesmaybere-framedby contemporanpractice;andto askhow conceptof plantintelligencemayhelp
de-centerthehumanin plantbasedart. As pointedoutin theintroduction,Englishoakscomewith a greatdeal
of culturalweightattachedo them;theseassociationsannotsimply be prunedaway.Ratherthanpruning, |
haveinsteadadopteda coppicingapproachl havesoughtto understandhe mutualinterdependenceetweerthe
organicandculturallives of oaksasakindof i r e ¢ i p(Kironeeiert2918)heldbetweerhumansand
specifictreesthathold symbolicor personalalue.At times,whenl haveapproacheduchtreeswith their
significanthumanties, | havefelt thattheir cultural storiessomewhabvercrowdedhem,makingit difficult to
sometime®ncountethe oaksasindividual treesin alandscapelndeed aswasthe casewith the original Royal
Oakthatsuccumbedo its injuries asa resultof its fame,thesedifficulties demonstrat¢he risks of cultural
overcrowding Storiescanleadto the deathof valuedtreesdespiteeffortsto protectthem.To overcomeherisks
of creativepracticethatreaffirmtreesasliving culturalartefacts) haveactedasagardenerTo extendthe
metaphormy photographianethodologiehiavebecomdike toolsto weedthe oaksof their cultural
associationssothatthey maybe seenandencounteredstheyare,notjust for whattheyrepresentln the spirit
of reciprocity,however, intendednotto clear the groundsof theirhumantouch,only to cultivatethemsothe

treesmaybe centeredandthdr culturalassociationgsontinueto thrive (Kimmerer,2018).

By situatingmy creativepracticein plantintelligenceasatheoreticaframework, havearguedhat
incorporatingoaktreematterinto photographianaterial, by usingtheir biology asinspirationfor making
imagesandby usingphysicalpartsof thetreeto makephotographsgoesnotjust disruptplantblindnesshut
activelydisablest. Drawingonthework of artists,suchasthoseoutlinedin Chaptet, my practicebuildsupon
creativemethodologieshatapproactreesasindividualsandasmatterby incorporatingooth perspectivesMy
arguments thatto producea projectfrom oneperspectivealonewould beto risk applyingtoo muchpressurego
onegivenoutcome Approachingthe oakin multiple formsandin multiple wayshasthereforeallowedmeto
explorehow the complexandcontradictorytheoryof plantintelligencemaybe appliedto generatdayersof

creativeandphilosophicaldepthto theimagesl (co-)produce.

Thepracticebasedesearchn TheseRootedBodiesprovidesanoriginal contributionto knowledgeby
establishinghreedistinctmethodologieshatde-centrethe humanin plantbasedart by literally makingwith
the oaksof my study,sometimedo the pointthatthe oaksbecomemateriallyinseparabldérom theimagesthat
representhem.As oneof the primary outcomef this researchs the productionof work in anexhibitionform,
my strategiedaveextendedeyondthe photographido questiorhow practicesof decentringhe humanmight
alsoplay out for audiences$n anexhibitioncontext.The displayof anoaksapling,plantedat the startof my
researchourney,hastherefore pbecomeanintrinsic partof the practice.This oakhasparticipatedn threework-
in-processexhibitions,allowing audienceso comefaceto-facewith the subjectof my researchln more
practicalterms,as| havearguedthe oakdisablegplantblindnessnot only throughits presencebut alsoby
becominga physicalreferentto theideasandcreativestrategie®xploreduponthewalls of thegallery.
Historicalreference$orm a corepartof my researchThis emergedirst in relationto the heritageoaks,but also

throughthe historicaluseof tannin,its linkagesto the oaktree,andits combinedracesatthe origins of
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photographigracticeandtechnologiesin its useasa developerthis knowledgesituateshe significanceof the
oakandits materialasanessentiatomponentn theadvancementf the medium,butalsoin its continued
relevancean contemporangustainablelarkroommodels.The practice asl havearguedjntegrateshese
elementdy approachinghe oaktreeasboth photographisubjectandmaterial for example by producing
contemporancyanotypamagesof heritageoakstonedwith tanninthatsimultaneouslyeferto its historicaluse
andmodernreframing.This useof tannin,l havearguedalsoenablegphysicalproximity betweerthe viewer
andthetree,permeatinghefibres of the print. As tanninasa substancés reconsiderednovingfrom a
historicallyvolatile materialto a sustainableomponentn contemporaryphotographigractice thethesis
providesevidencedor theo a kmaterialsignificanceto photographylt is asrelevanttodayasit wasin

historicaltechnologies.

Throughthe severaktagesf my experimentationtherehavebeenareasvherel would haveliked to deepen
my understandingndresearctbutwasunableto do sofor practicalreasonsOnemethodwasthe productionof
oakleafdeveloperthatl plannedon learningfrom the artistHannahFletcherbutwasnot ableto achieve These
methodswvould haveenabledmeto developtheinfraredfilm for PerceivingPhytochromen oaktannin
deepenindhe materialtraceof the oakleaf evenfurtherthroughits chemicaftouchuponthe surfaceof the
negative Despitebeingunableto do this for thethesis,| planto developmy own knowledgearoundsustainable
plantbasedlevelopersn thefuture. Anotheraspecof discoverythatl would haveliked to pursuefurtherwas
the printing of cyanotype®n glassto producea largephotographiavindow. Imaginedasanother
developmentahspecbf PerceivingPhytochromethe windowwould havetakenform asa pieceof installation,
or photoesculpture which would alsoactasa pieceof site-specificartin responseo the movemenof light. The
cyanotypepanelswould depictthe brancheof oaktreesastheyappeain woodlandandproducevisual
referencego the experiencef walking througha forestunderthe dapplingof light. This remainsanambition.
At thebeginningof my experimentsthe Chthonotypesvereimaginedasaseriesof soilstakenfrom each
heritagetreeof my study.As somesoil samplesvereeasietthanothersto obtain,their currentform relatesonly
to asingleexperimentwith the QueerElizabethl Oak In part,my rationalefor remainingwith oneoakonly
wasa questionof whetherthe projectrequiredmeto repeathe modelwith eachtreewhenonemodeof soil-
encountemaybeenoughln hindsight,althoughl hadinitially consideredhis to bealimitation, it allowedme
to considemewmethodsof approachsuchasthe Rhizotypeswhich openedhe projectfrom its focuson soil

towardsa broaderdiscoveryof thet r elife Gnelerground.

During thefinal two yearsof writing, | havebeenableto pursueprojectsthathaveexpandedanddevelopedny
currentknowledge As a spinout from this researchl developedanacademiarticletitted Qu e ( eopur:c u s
OrlandoandtheOakT r e mublishedby Antennagournalin April 2024.This exploredthe presenc®f anoak
treeasaliterary devicein Virginia Wo o | 1B28rsovel Orlando, interpretedhrougha queerecologylens.This
paperwasaresponseao my experiencef beingpartof QueerConstellationsa groupexhibitionat The

Museumof EnglishRuralLife heldin 2021thatexploredqueernesandrurality which, dueto the natureof its
contentcausedneto reflecton my past.As aqueermersongrowingup in rural middle-England,l oftenfelt the
contradictorytensionof beingpainfully visible while alsofeelingunseenTheseideasmadetheirway into my

earlyexperimentsvith photographywhich, aroundthattime, generallyconsistedf stagedselfportraitsinspired
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by performancartistsfrom metropolitancities. Being partof QueerConstellationswherel wasrepresentetly
works-in-progresgrom this PhD, propelledme backto this biographicakpaceandremindedme of my own
distinctexperienceasa queerpersonliving rurally. Sincethatexhibition,| havekeptreturningto this point,
with questionsabouthow my currentresearchnterestdnteractwith my personahistory. Eventuallythis hasled
meto thedisciplineof queerecologywhich | beganinvestigatingn moredeptharoundthe sametime | decided
to re-readOrlando Theserepresenaireaghatconnectmy life to my PhDstudies;assuch,l aimto explorethem

furtherin ongoingwork.

Togetherthesepointsof referencenavedirectedmeto theearlydevelopmenbf a new project,a studyof
gueernesandlavenderthroughwhich | intendto examinetheorigin of lavenderasa queerslurin the 1940s
which, accordingto the queerhistorianKeavaMcMillan, led to severakmergenphrasesuchastheii | avender
sefibavercdadid av ene d a @eMllan, 2022).Drawingfrom the methodologiesutlinedin
thethesis,| planto approachhis newprojectfrom theintersectingperspectivesf queerecologyandplant
intelligenceto examinehow, andwhy, lavendetbecameemporarilysynonymousvith queernessThis approach
will developpre-existingresearchmethodsby incorporatingself-portraits,bringing my original participationin
photographigracticeasanexplorationof genderandsexualidentity into the presentday.During my early
research| discoveredhe useof lavendemwil in the FrenchinventorNicéphoreN i ® p eadyéxperimentwith
photographyHarrison,1883),thusforegroundinghe plant,alongsidehe oak, at the origins of photographyAt
theseearlystaged cannotsayhowthe projectwill manifesthoweverit is intriguing thatboth plantsappearto
havehadsignificantinvolvementin the developmenbf photographyDrawingon my existingresearchit is not
difficult to imaginea plantbasechistory of photographyparticularlyin relationto sustainabler ecologically
focusedphotographianethodswhichre-imaginesp h o t o g hisiopidalgndlntemporaryelationshipwith
plants.Thesede-objectifying strategie®ffer radicalpotentialin their capacityto reveallost historiesand
foregroundnew perspectivesOffering fertile groundfor creativemethodghatdecentrehe humananddraw
attentionto thetracesof plantsthathavethroughworking-with humans|eft theirimpressionsiponthe

materialsof photographytheoryandpractice.
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Appendi x 1. RPoEphai 8. oRmoableej odret@ak.i ng the final i mage
Sherwood Forest, Nottingham. Scanned Il ford 120mm B&\



140

AppenfExha . PorRaea, t oJfneMajtoerd @axkampl e of an alternate
chose to feature the fence in the forefront of the ir
| arger than the Queen Elizabeth | Oadckf, tihd etlirted hagush
further into the background. My visit to the tree coi
making the woodland wal k much darker than | had anti c
temporatyg propgode brighter negatives, resulting in it
(see Appendix 1. 3). Scanned Il ford 120mm B&W negati Vve



141

AU
[ ‘“-H

Appenf@Epxha .J.onRmd, RBoysaclo bGalk Hous &J,n elh rt eds keixraemp |l e of a
view of Royal ©Oak. The bubbles that appear on the i me
be a mistake in the developing process. TheCAwere ori
Gallery, Brighton (see Appendix. 1.6), however, I | at
process ahddmptaectiatse. Scanned ||l ford 120mm B&W negat



“‘If"'lf""?ll ‘;
Ul

ey WP
!

[HA% y 5"

dEpxhada . PorRaoeae,i t of Son

cyanotype

depicting

142

Bitediiid

of Royal (@al,t oRjja agpdb elf
t h eo uRo ybaulb b®aeks. wHhe rceh Yyl caut

e final AmbgeedlbcHBacctdiucnmedfieghe 14hesi s

H @l
ecrar



143
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