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Central Australia

Western Desert: Kintore

Ningura Napurrula, Tatali Napurrula, Yuyuya Nampitjinpa, Joyce Walkabout Nakamarra, Nareal Reid, Ronnie Tjampitjinpa, Mick Tjampitjinpa

Ningura Napurrula, Women’s Ceremony, 2001, acrylic on canvas, 151 x 60 cm. Aboriginal Gallery of Dreamings Stock Number AGOD8554. Purchased Aboriginal Gallery of Dreamings, Melbourne, 2001. $8000.


Ningura is one of a group of women who really started the rise of women artists at Kintore, emerging out of the Papunya experience. This is a painting from a pivotal period as she was developing the style that has brought her such acclaim. A highly independent woman, Napurrula, like her male contemporaries and founders of the Papunya School, works both with the arts centre they established and own, Papunya Tula Artists Pty. Ltd., and with independent art dealers in Alice Springs and elsewhere. A strong and direct woman Napurrula’s paintings such as this heavily textured work show an impressive consistency of style and strength of design. In a nice family connection, I bought this painting, while researching for one of our yet-to-appear books on Aboriginal women artists, from Emily when she was working in an Aboriginal art gallery. 



Ningura Naparrula was born circa 1938 at Watulka, south of Kiwirrkura, in the Northern Territory. Her language group is Pintupi, and she is based at Kintore (Walungurru), NT. The widow of famous Papunya artist Yala Yala Gibbs, Napurrula was represented at ARCO in Spain in 2002, and in the same year received a highly commended award at the Alice Prize. One of the women artists of Kintore who started painting consistently in the 1990s, her most striking works are often large and comprise one or two colours (often black and white or red and white, or, as seen here, earth tones and white). She is a meticulous painter, the most striking of whose works show great deliberation. She is a member of Papunya Tula Artists Pty. Ltd. Especially since her work was commissioned as an architectural feature for the 2006-opened Paris Musée du quai Branly; her works have become highly sought after. She was also one of the Papunya Tula artists whose work was selected for reproduction on an international set of stamps produced by Australia Post. In 2007, she was nominated as one of the 50 most collectible artists in Australia by Australian Art Collector magazine. 

Napurrula held a solo exhibition at William Mora Gallery, Melbourne, 2000, and her work is seen in numerous galleries throughout Australia. Her work has been included in around 20 group exhibitions 1999–2008 including Papunya Tula; Genesis and Genius, Art Gallery of New South Wales, 2000.

She is represented in the National Gallery of Australia, the Art Gallery of New South Wales, the National Gallery of Victoria, the Queensland Art Gallery, the Museum and Art Gallery of the Northern Territory, and a number of tertiary collections including University of Sunshine Coast.

Tatali Naparrula, Pinpirri, 2005, acrylic on canvas, 91 x 46 cm. Papunya Tula Artists Pty. Ltd. Stock Number TN 0505083. Purchased Papunya Tula Artists Pty. Ltd., Alice Springs, 2005.  $1400.

Emily and I are somewhat obsessed with the work of these Pintupi/Ngaanyatjatjara women artists whose work has taken the amazing Papunya Tula Artists into new dimensions. Little had been seen of women’s iconography in the public domain until women such at Tatali started painting in acrylics in the early 2000s. Yet the images of paintings such as this are clearly directly related to the ancient art of their forebears – as the few works that ethnographer Charles Mountford’s young assistant asked their predecessors to draw for posterity in the late 1930s and early 1940s demonstrate.  Their contemporary significance is profound. Women were, in general, not part of the great contemporary Papunya painting revival of the early 1970s – their imagery remaining, as this 2007 painting clearly demonstrates, practised, but not publicly displayed until almost 20 years after this movement started. It is largely due to the women artists of Papunya, now based at Kintore further to the west, that the great art of the Pintupi and their related women kin is not only surviving but also reaching new dimensions of significance.  Napurrula’s work here is strongly reminiscent of these old designs given a new aesthetic and colour.
Papunya Tula Artists Pty. Ltd. certificate reads:

 ‘This painting depicts designs associated with the rockhole site of Pinpirri near Desert Bore, north of the Kintore Community. The roundels represent the rockholes at the site. 

A group of women of the Nangala, Napangati, Napurrula, Napaltjarri and Nungurrayi kinship subsections gathered at Pinpirri to perform the dances and sing the songs associated with the area. During these ceremonies a woman of the Nungurrayi kinship subsection pierced the earth with her wana (digging stick) to create three rockholes at this site.

They also gathered the edible berries known as kampurarrpa or desert raisin from the small shrub Solanum centrale. These berries can be eaten straight from the bush but are sometimes ground into a paste and cooked in the coals to form a type of damper. The kampurarrpa are depicted by the small circles in this painting.’

‘Tatali Napurrula is a Pintupi woman who was born in Haasts Bluff in October 1957. She stayed there and attended school until her family moved west with other Pintupi people, camping west of Papunya at Yai Yai for a short while before settling in Kintore. In 1999 Tatali contributed to the Kintore womens’ painting as part of the Western Desert Dialysis Appeal.’

She has appeared in over 10 group exhibitions 1999–2009 including the premiere of Pintupi women’s painting, Twenty-five Years and Beyond– Papunya Tula Painting, Flinders University Art Museum, South Australia, 1999; and at group exhibitions in Melbourne (Gallery Gabrielle Pizzi), Brisbane (Fireworks Gallery), Darwin (Framed Gallery), and Sydney (Walkabout Gallery). In 2006 she held a joint exhibition with Josephine Nangala at Birrung Gallery, in Sydney. Her work is represented in Flinders University Art Museum and Artbank.

Yuyuya Nampitjinpa, Umari, 2003, acrylic on canvas, 107 x 91 cm. Papunya Tula Artists Pty. Ltd. Stock Number YN 0412003. Purchased Papunya Tula Artists Pty. Ltd., Alice Springs, 2004. $1500. Papunya Tula Artists certificate reads:








 ‘This painting depicts designs associated with the rockhole site of Umari, situated in the sandhill country in Western Australia. A large group of ancestral women travelled from Umari to the rockhole site of Pinari, north west of the Kintore community. As they walked, the women gathered the edible 'kampurarrpa' (bush berries). They can be eaten raw but are sometimes ground into a paste and cooked to form a type of damper. The numerous small circles in this work depict the berries collected. The oval shapes present the rockholes at Umari. The women are symbolised by the 'U' shapes and the grid-like frame represents the surrounding tali (sandhills).’                                                                                         Yuyuya Nampitjinpa is a Pintupi artist from Kintore in the Northern Territory. The sister of famous artist Ronnie Tjampitjinpa, her work has been included in group exhibitions including in Sydney (Birrung Gallery), Melbourne (Alison Kelly Gallery, Lauraine Diggins Fine Art, Gallery Gabrielle Pizzi) as well as Singapore and The Netherlands. Other subjects include a Claypan site of Waranuma.












Joyce Walkabout Nakamarra, Aboriginal Flag, 2006, acrylic on canvas, 45.7 x 61 cm. $400.
     

This Pintupi design for an Aboriginal flag fuses classic Western Desert elements such as lines and concentric circles into a clever idea for an ‘Aboriginal flag’.

Nareal Reid Napangati, Rock holes, 2005, acrylic on canvas, 61 x 45 cm. Purchased Yanda Aboriginal Art, Alice Springs, 2005. $250.

A Pintupi artist based at Kintore, NT, Nareal was born circa 1955. She was born near Tjukurla, near the tri-state border of WA, NT and SA. A senior custodian of her country, she depicts its rock formations (puli) and sand hills (tali). (Ballan & Pannan Galleries website <<http://www.bpgalleries.com/gallerypages/artists_detail.php?id=113>>).





Ronnie Tjampitjinpa, Tingari Cycle, 1999, acrylic on canvas, 80.5 x 120 cm. Purchased Yapa Arts and Ronnie Tjampitjinpa, Alice Springs, 2000. $7000.

One of the last living founding members of the great Papunya school of art, Ronnie Tjampitjinpa is a great character with an expansive personality and wicked sense of humour. His paintings rank amongst the masterpieces of contemporary Aboriginal art. In the late 1990s Tjampitjinpa was commissioned by Melbourne art dealer William Mora to create a series of black and white paintings for an exhibition. A novel idea at the time, this has since become a popular exhibition idea for Aboriginal art exhibitions. This work, which I bought from Tjampitjinpa who was at the time working with dealer Steve Nibbs of Yapa Aboriginal Art, although not exhibited in the Mora exhibition, was one of the series and is a classic of his black and white men’s Tingari story paintings. 

Ronnie Tjampitjinpa was born circa 1943 at Titjurrunya, west of Muyinnga, WA. A painter from the Pintupi/Luritja language group, he is based at Kintore (Walungurru), NT. One of the most well known of the contemporary artists of the Papunya School of painters, Tjampitjinpa’s works often feature the geometric designs of the traditional men’s Tingari Cycle stories in colours ranging from monochromatic blacks and whites to brilliant clear colouration. Other paintings are those based on fire and rain dreamings. He is a prolific painter, the most striking of whose works show great command of line and form and give the sense of optical illusion.

The nephew of one of the founders of the painting movement at Papunya, Uta Uta Tjangala, Tjampitjinpa grew up living a traditional lifestyle in the Winparrku (Lake Mackay) area of the Western Desert. 

Tjampitjinpa won the Alice Prize in 1988, held his first solo exhibition with Gallery Gabrielle Pizzi in Melbourne in 1989 and held numerous solo exhibitions 1989–2009. He has been a long-time member of Papunya Tula Artists Pty. Ltd., of which company he became chair. He has also worked with many other dealers and galleries since the 1990s and his work has been seen in numerous galleries around Australia and a number internationally from the 1980s. Group exhibitions in which his work was seen 1988–2008 included The Continuing Tradition, NGA, 1989; Flash Pictures, NGA, 1991; Australian Aboriginal Art from the Collection of Donald Kahn, Lowe Art Museum, Uni. Miami, US, 1991; Power of the Land: Masterpieces of Aboriginal Art, NGV, 1994.

Awards: Alice Prize, 1988.

Rep: NGA and most state galleries, Artbank; Araluen; Campbelltown City Art Gallery; Uni. NSW; Darwin Supreme Court; Sydney Convention & Exhibition Centre; Musée du quai Branly, Paris; Lowe Art Museum, Uni. Miami; Donald Kahn Collection; Holmes à Court Collection. 











Mick Tjampitjinpa, Lightning Dreaming, 2000, acrylic on canvas, 111.8 x 35.6 cm. Yanda Aboriginal Art, Alice Springs, 2000. $800.                     

He is allegedly brother to Ronnie Tjampitjinpa and is a highly talented but not much practised painter who I met once while driving the back (no) roads somewhere off the Great Sandy Highway between Nyirrpi and Kintore. He’d at that time painted only a little and was quite happy living with only a few others in a small settlement with beds outside, round the fire, working with the mining company nearby.  This little painting speaks of a considerable talent, maybe still emerging.
                             

Mick Tjampitjinpa is a Pintupi man, who lives between Nyirrpi and Kintore. This painting is a classic Pintupi design, the bars between the concentric circles representing lightning. 

Central Australia: Yuendumu


Queenie Nungurrayi Stewart, Lawrence Jangala Watson, Dadu Nungurrayi Gorey

Queenie Nungurrayi Stewart, Wardapi Jukurrpa (Goanna Dreaming), 1993, acrylic on canvas, 88 x 117 cm. Warlukurlangu Artists Stock Number 204/93. Purchased Warlukurlangu Artists, Yuendumu 1994. $3200. 

Warlukurlangu Arts at Yuendumu, 250 k from Alice along the Tanami road, has undergone huge changes since I first visited in the early 1990s. Then it had been going for about 3 years and operated out of a small two room building. Covering the front of this was a wonderful mural by the artists. We used a photo of me in front of this with artist Paddy Sims discussing one of his paintings in the first edition of ‘Contemporary Aboriginal Art’. Current arts centre manager Cecilia Alfonso, said in her speech when she launched the new edition of this book in Alice Springs in 2007, that she saw that photo and wondered how she could get to work in such an amazing place. Within five years of becoming arts centre manager in 2000, she and deputy manager Gloria Morales and the artists had ‘grown’ their centre to become one of the top three arts centres in Australia, and included a spacious new arts centre. We’ve included some of Warlukurlangu’s colourful music sticks, beads and licensed designs – art works in their own right – Cecilia sent down for this exhibition to show the colour and variety of the art of the Warlpiri of Yuendumu. White being one of my favourite colours (or rather a non colour!) in Aboriginal painting, I was struck by the cool clarity and layering of this painting by Queenie Stewart, (wife of famed painter Paddy Stewart). 

That of the other Yuendumu painter here, Lawrence Watson’s Emu Dreaming painting is a classic of the emu story which is a large desert dreaming story painted by a number of highly diverse painters of the central, eastern and western deserts, including the famed Emily Kame Kngwarreye.

Warlukurlangu Artists certificate reads:

‘Yarumayi is an ochre pit east of Yuendumu known as Sixteen Mile Bore. Husband and wife goanna were living at Yarumayi. Husband travelled north towards Mt Allen eating wakapardiri worms that live on mulga trees. He grew so fat from worms that he split in half. That created Yarnkulmali, a place with two large rocks. The wife stayed home where she laid eggs that turned into ngujunguju (white ochre). Today ladies use ngukunguku for body painting or ceremonies.’

Queenie Nungurrayi Stewart, a Warlpiri artist from Yuendumu in the Northern Territory, was one of the 20 artists who worked on the important Yanardilyi (Cockatoo Creek) Jukurrpa collaborative painting created in 1996, and held in the South Australia Museum. This painting consisted of four jukurrpa or creation stories told by Samson Japaljarri Martin (kirda or owner of the Jukurrpa), Paddy Japaljarri Steward (kirda) and Darby Jampijinpa Ross (kurdungurlu or ceremonial manager). Stewart has painted collaboratively with her husband, the major painter Paddy Stewart Japaljarri. Her dreamings are Marlu (Kangaroo), Wardapi (Goanna) and Janganpa (Possum). Her work was seen in group exhibitions in Melbourne 1990, 1992; Darwin, 1992; Perth, 1992 and Alice Springs, 1992, and more recently she was included in the Emerging Artist exhibition at Birrung Gallery, Sydney, 2005.




Lawrence Jangala Watson, Yankirri Jukurrpa (Emu Dreaming), 1993, acrylic on canvas, 152 x 76 cm. Warlukurlangu Artists Stock Number 107/93. Purchased Warlukurlangu Artists, Yuendumu, 1994. $2800.

Warlukurlangu Artists certificate reads:

‘One male emu went looking around for his wife. She had gone out hunting when he came to the nest. He looked for her some more then returned to the nest. She was still hunting. He was looking after the eggs but finally began smashing them with his feet. He left for some water. She returned from hunting and found all the eggs smashed in the nest. She flew into the sky. This Dreaming belongs to Nampitjinpa/Nangala and Jampijinpa/Jangala moiety.’

Lawrence Watson is a Warlpiri man who was born circa 1962 at Yuendumu in the Northern Territory, and began painting in 1988. He was one of the group of younger artists who began working with Warlukurlangu Artists in the early 1990s, and he rarely paints these days. His dreamings are Ngapa (Water) and Yankirri (Emu), as we see here in this painting, which also exemplifies what Vivien Johnson has noted of his work, writing in her Aboriginal Artists of the Western Desert: A Biographical Dictionary that it “combines elements of the older artists' approach such as asymmetrical layouts, with an exuberant exploration of the stylistic possibilities of Western Desert art.” Group exhibitions in which his work was seen include Tigari Lia, Contemporary Aboriginal Art from Australia, Third Eye Centre, Glasgow, Scotland, 1990. His work is in collections including the Donald Kahn Collection.


 

Dadu Nungurrayi Gorey, Bush Onion, 1995, acrylic on canvas, 125 x 86 cm. Purchased Aboriginal Fine Art, Darwin, 1997. Stock Number A1135. $2500.  

I was struck by this painting by Dadu Gorey in a Darwin gallery when I was up there for the National Aboriginal and Torres Strait Islander Art Awards in 1997, for its strong quality of shimmer – a quality regarded as denoting strong spiritual power and which many Aboriginal artists aim to achieve in their works. Gorey’s skill in this is evident in this painting whose ‘Bush Onion’ theme is painted especially by Warlpiri women all over the northern desert regions.

Dadu Nungurrayi Gorey, a Warlpiri woman, was born circa 1956, and lives at Yuendumu in the NT, where she began painting for Warlukurlangu Artists, in 1990. Her dreamings include Wardapi (Goanna), Warlawuru (Eagle), Marlu (Kangaroo), Janganpa (Possum), and Janmarda (Bush Onion). Her work has been included in several group exhibitions 1990–2009 including at the Performing Arts Centre, Darwin, 1990, Dreamtime Gallery, Perth, 1991, Women's Gallery, Melbourne, 1991, 1992, Haven Gallery, Melbourne, 1993, and Araluen Arts Centre, Alice Springs, 1997. 



NPY Lands: Mutitjulu

Bonnie Connelly
Bonnie Connelly, Walka board, Maruku Arts and Crafts, 2007, acrylic on board, 40 x 60.5 cm. Purchased Maruku, Mutitjulu, 2007. $680.                                                                              

These `walka’ (design) boards are some of the newest media in Aboriginal art, being made by the artists working with the Maruku Arts Centre which has long sourced carvings and more recently paintings from about 15 centres throughout the PY and NPY lands of the NT, WA and SA. They are made of mixed media of board, incised with designs burnt by hot wire, overpainted with brown, white and black acrylics to create a highly effective layering effect. In their mix of traditional design, poker work which developed during the 1950s and 60s and acrylics, they are fine examples of the ever-evolving nature of Aboriginal art.


Bonnie Connelly was born near Docker River in the Northern Territory, a site that features often in Dreamtime narratives. She grew up living a traditional semi-nomadic lifestyle, until her family moved to Ernabella mission in South Australia. She now lives at Mutitjulu, working as a guide for Uluru– Kata Tjuta National Park, and as a demonstration artist for Maruku Arts. Like most Maruku Artists, she has been carving punu (woodwork) since she was young. With the move into painting at the arts centre, she has begun producing these fascinating ‘walka’ boards (walka meaning ‘design’). These boards fuse poker burnt designs, a punu technique, with painting, creating a new style of art that is unusual and effective. Connelly has held exhibitions with Birrung Gallery in Sydney, and a solo exhibition at Alison Kelly Gallery, Melbourne, in 2008. 

NPY Lands: Blackstone

Angaliya Mitchell

Angaliya Mitchell, Seven Sisters, 2005, acrylic on canvas, 181 x 125 cm. Papulankutja Artists Stock Number 03-122. Purchased Desert Mob, Araluen, Alice Springs, 2005. $2800.

Emily and I have an ongoing project documenting the work of Aboriginal women artists – a huge project, for a book called ‘Singing the Country: the story of Aboriginal women’s art’ (which we are still working on). The Seven Sisters story is a major Aboriginal women’s myth that travels right across Australia, and this painting by Blackstone (Papulankutja) artist and weaver Angaliya Mitchell relates the story as it occurs in that region. As regular visitors to and writers on the annual Desert Mob exhibition of community arts centre latest works in Alice Springs every September, we usually can’t resist buying a work, such as this, which relates to something that we’re working on at the time! Later we went to Blackstone, deep in the Western Desert and completely fell in love with the wonderful peaceful and extraordinarily beautiful country – privileged to visit this highly restricted area.

Papulankutja Artists certificate reads: 

‘The painting depicts girls becoming women and is told through the Dreamtime story of 7 Sisters’.

Angaliya Mitchell is of the Blackstone Community in Western Australia, famous for its Tjanpi weavers. She was one of the weavers who created the 2005 Telstra National and Aboriginal Torres Strait Islander Award winning work of a giant grass woven Toyota, complete with driver. She works through Papulankutja Artists and Tjanpi Weavers. 






NPY Lands: Kalka & Pipalyatjara

Josephine Mick
Josephine Mick, Mamungari, 2007, acrylic on canvas, 84 x 71 cm. Ninuku Artists Stock Number 07805. Purchased Ninuku Artists 2008. $750.

For almost 30 years the Pitjantjatjara of the southern and western deserts had, with great deliberation, not followed the painting path of their Pintupi, Warlpiri, Luritja and other western desert dwellers in practising acrylic painting on canvas. The reasons why are detailed in our book ‘Painting the Song: Kaltjiti artists of the sand dune country’ by the first arts advisor at Kaltjiti in the 1970s, now PhD in anthropology, Diana James. But when these people, who include Josephine Mick and many of her relatives, started painting around 2000, the results have been spectacular. Within less than five years more than 10 arts centres have developed throughout the region, producing some of the most exciting and heavily collected paintings for many years. Ninuku, the tiny community arts centre at Kalka near the tri state border of WA, SA and the NT, is one of the newest, with artists such as Mick, who is both a medicine woman and a weaver, working with the arts centre manager Bronwyn Taylor to establish their centre in this strong family community.

Ninuku Artists certificate reads:

‘Alkuwayi and Parpalma, husband and wife, were looking after their grandson. The grandson burns down their wiltja (shelter) with his tjamu (grandfather) in it. Parpalma (grandfather) dies and when his wife Alkuwari returns from hunting she is angry with the grandson. They travel to a place where says, “stay here and I will get the relatives”. He hides up a tree and she continues her travels to a place called ‘Mamungari’ where mamu (scary spirits) live in deep holes in a cave. She sits outside and wails for the mamu to come out and see what her grandson has done. They come out and ask her what has happened. Upon hearing about the death of her husband, they travel back to where the son is, climbing the ladder up the tree. But the grandson in the tree twists the ladder and they fall to the ground, all dead. “He’s the winner”. “They cannot kill me”. This is a true story.’

 Josephine Mick was born in 1955 near Ernabella to Kuntjiriya Mick, an important lawwoman and artist. A Pitjantjatjara woman, she grew up in Fregon, Ernabella and Amata. She moved to Pipalyatjara as a teenager in the homeland movement in the early 1970s. Like many of the important Aboriginal artists, Mick is a ngangkari, a traditional healer. 










NPY Lands: Warakurna


Nancy Jackson, Alison Porter, Judith Chambers, Cecily Yates

Suite of small paintings from Warakurna:

These small works from Warakurna demonstrate that Aboriginal art can be appreciated in even small works – grouped in a panel together they look lively and often carry as much impact as far larger works.

One hundred and ten kilometres northeast of Warburton, on the Great Central Road, is the peaceful Aboriginal community of Warakurna. Nestling at the foot of the Rawlinson Ranges in the Gibson Desert and home to around 180 Ngaanyatjarra people, it is the closest community to the Giles Weather Station. The establishment of the Warakurna community evolved out of the return-to-homelands movement of the 1970s. Once the testing was over, Ngaanyatjarra people moved back to the Docker River area near the rock-hole called Warakurna. As with all Ngaanyatjarra, the people of Warakurna have had a long history of artistic expression. Early in 2004 the community was assisted by the Ngaanyatjarra Regional Arts Department and the Office of Aboriginal Economic Development to develop its own arts centre. This opened in 2005. As well as more than 50 artists from the Warakurna community, Warakurna Aboriginal Artists also supports artists from the nearby Wanarn community.

The energy and joy evident in the community’s colourful paintings are reflected in the arts centre building itself, a substantially sized tin building whose entrance is marked by colourful painted poles set against the brilliant yellow and murals of the building’s walls. 

The works of Warakurna artists often have a particularly sensual painterly quality with rich oranges, blues, reds and pinks the favoured colours. Large multi-hued, colourful and intricate paintings created collaboratively by up to 15 artists are frequently made as are very small works of less than half a metre square, whose succinct design is often as powerful as that of larger works and yet whose price enables a great accessibility to this art. 

Founding arts centre manager Edwina Circuitt was instrumental in establishing the arts centre group Western Desert Mob and is a passionate advocate for the arts centre and art of the region, which has been shown in leading capital city galleries since 2005. 

Warakurna artists include Tjaparti Bates, Myra Cook, Carol Maayatja Golding, Nancy Nyanyarna Jackson, Peter Tjarluri Lewis, Thelma McLean, Tommy Mitchell, Eunice Yunurupa Porter, Anna Porter, Ivan Shepard, Cecily Yates. 

Nancy Jackson, Untitled, 2007, acrylic on canvas, 23 x 25 cm. Warakurna Artists Stock Number 639/07. Purchased Warakurna Artists 2007. $130.

Alison Porter, Untitled, 2006, acrylic on canvas, 25.5 x 20.5 cm. Warakurna Artists Stock Number 1353/06. Purchased Warakurna Artists 2007. $130.

Alison Porter, Untitled, 2006, acrylic on canvas, 25 x 30.5 cm. Warakurna Artists Stock Number 1187/06. Purchased Warakurna Artists 2007. $150.

Judith Chambers, Untitled, 2007, acrylic on canvas, 25 x 25 cm. Warakurna Artists Stock Number 40 x 60.5 cm. Purchased Warakurna Artists 2007. $150.

Cecily Yates, Untitled, 2007, acrylic on canvas, 110.5 x 51 cm. Warakurna Artists stock number 203/07. Purchased Warakurna Artists, WA, 2007. $750.

I love this painting for its wild, almost psychedelic colours, which show the many changes of colour of the figures represented in the story.






Cecily Wintiragu Yates was born on the 15th of August 1962, at Mount Davis, near Irrunytju in the Northern Territory. She lives at Warakurna, with her family, although she travels often to visit extended family at Irrunytju, her father’s country. Common amongst her themes is the massive archetypal myth, the important Ngaanyatjarra women’s story, Kungkarangkalpa (Seven Sisters Dreaming). This creation stories concerns ‘seven sisters who were travelling from Warnan to Warakurna. A wati (man) spied on them whilst they were digging deep water holes for drinking water. He wanted to make the youngest one his wife, but the sisters ran away and hid from him. They then crossed the country passing through sand hills and dug for water as there was none in the creeks. Eventually they reached Docker River where they were safe from the man.’

Yates also paints the important Wati Kutjarra (Two Men) tjukurrpa. This tells of ‘two men were travelling from Wanarn way towards Warakurna. They were changing their colours all the way. They were going from light skin to dark skin. They were changing all the time.’ 

Yates has exhibited with Marshall Arts in Adelaide and Alcaston Gallery, Melbourne. 

NPY Lands: Tjukurla


Nyarrapyi Giles, Katjarra Butler

Nyarrapyi Giles, Warmarangu, 2007, acrylic on canvas, 76 x 50.5 cm. Tjarlirli Art Stock Number 07-274. Purchased Tjarlirli Art stand, Aboriginal Art Fair, Darwin, 2007. Sold.

The road to Tjukurla, home base of Nyarrapyi Giles, features as the background image to the poster for this exhibition and on the endpapers of our book ‘Contemporary Aboriginal Art: the complete guide’. The region was described by Ernest Giles as `the most beautiful in Australia’, With its mountain ranges and red earth stretching into the distance with numerous bushy areas, clumps of rocks and rock holes (tjukurla) it is the complete antithesis to what we think of to when the word `desert’ is applied. Tjukurla is a tiny community with a cluster of houses perched on the edge of the Gibson Desert,; its arts centre Tjarlirli is one of Australia’s newest and smallest community arts centres and senior artist Nyarrapyi Giles one of its founding members. With strong links to other western desert women, Nyarrapyi’s works show a lusciousness of colour and confidence in paint evident even in small works such as that exhibited here. 

Tjarlirli Art certificate reads:

‘The Emus in the Karku region are depicted in the Tjukurpa story that tells of how they turned into trees and some went down rockholes. These rockholes are the source of the ochres used in ceremonial body paintings.

This is the country that Nyarrapyi grew up in’.

‘Nyarrapyi Giles was born on the first of the first, 1941. She is one of the respected elder women of the Tjukurla Community. She grew up around the Tjukurla area and settled here when the Community was first established in the 1980s. She works with ‘punu’, wood carving, and enjoys bush hunting.’

Giles recently exhibited in 2008 with William Mora Galleries, Melbourne, in the exhibition ‘Tjarlirli Artists: Featuring Nyarrapyi Giles’, and has also shown at Marshall Arts, Adelaide, Gallery Gondwana, Alice Springs, at the annual Desert Mob survey show in Alice Springs, 2008. In 2008 she won the $7500 Sir Charles Gairdner Hospital Biennial Acquisitive Art Award with the painting Warmarungu. 

Katjarra Butler, Two Boys, 2007, acrylic on canvas, 76 x 50.5 cm. Tjarlirli Arts, Tjukurla, catalogue number 07 – 249. Purchased Tjarlirli stand, Aboriginal Art Fair, Darwin, 2007. $1200.               

Tjarlirli Art certificate reads: ‘The Tjukurpa story of two mischievous boys who were plating out bush. This is a place near Kayili north of Tjukurla. The boys were able to go underground into the rock crevasses and then emerge to fly about the ground, then back and forth, travelling above and below the ground.’                   


                                                                               Katjarra Butler was born on the first of July 1946 at the Pintupi community of Kiwirrkura in WA, where she was raised. She is now based at Tjukurla, where she paints through Tjarlirli Arts. She has exhibited through Marshall Arts in Adelaide, Gallery Gondwana in Alice Springs. Amongst the themes she paints is Marapinta Rockhole, and her style has been noted as being that of the older artists in this area, and she has had paintings already commissioned by astute collectors.


The Kimberley & The West: Balgo







Sarah Daniels Napanangka, Patrick Smith Japaltjarri
Sarah Daniels Napanangka, Untitled, 1993, acrylic on canvas, 60 x 90 cm. Warlayirti Artists Stock Number 341/93. Purchased Warlayirti Artists, Balgo Hills, 1993. $2500

In May 2008 I was the judge of the Alice Springs Art Prize. I gave a highly commended award to Balgo artist Sarah Daniels, for a lush pink and blue painting of very striking and unusual design. I had completely forgotten that in 1993 on one of my first trips to this remote WA Western desert community, I had bought a work by the highly talented (and much younger!) Sarah Napanangka – the same artist. This work is typical of Balgo art of the era in Sarah’s use of colour (always bright, as in all Balgo art) and strong desert iconography. Over the ensuing years I spent considerable periods at Balgo, getting to know the artists, their art, and being shown around some of the dramatic rock holes and escarpments which erupt from the endless kilometres of spinifex – beautiful and powerful in its own right. Now a senior Balgo artist, Daniels is on the cusp of a new career, following that of her sister artist Eubena Nampitjinpa – the style of whose art, like Daniels, has morphed and evolved most wonderfully over now more than 20 years of painting in these ‘new’ acrylics. This work is a wonderful tribute to the soft power of that early 1990s Balgo art.

A ‘rising star’ (House & Garden Magazine, 2008) in the Aboriginal art world, this emerging artist is from the Mina Mina area, made famous by painter Dorothy Napangardi. Sarah recalls walking this area as child, intimately learning its details. Her paintings recall the tali (sandhills) and pukarrpi (rockholes) of the area. She is chairwoman of the Kapululangu Aboriginal Women’s Association in Balgo. Her work was included in group exhibitions including in Broome (Short St) and Darwin (Northern Editions, which included her print in its Balgo suite 2007).

A very early work by this important emerging artist.










Patrick Smith Japaltjarri, Untitled, 1994, acrylic on canvas, 120 x 85 cm. Warlayirti Artists Stock Number 14/94. Purchased Warlayirti Artists, Balgo, 1994. $2400.

                             Patrick Smith is of the Kukutja and Tjaru language groups and is based at Balgo, Western Australia. A stockman, church leader and painting, common themes include Budgerigar dreaming, and the country of Pittaprit, Tjingarri men’s country northwest of Balgo, along the lower stretches of Sturt Creek, or Pirkitji.  He paints through Warlayirti Art Centre at Balgo, and has been involved in producing prints with Charles Darwin University’s Northern Editions. 






The Kimberley & The West: Bidyadanga

Mary Meribida

Mary Meribida, Ilyara (Punmu), 2003, acrylic on paper, 57 x 76 cm. Short St Gallery Stock Number 1832. Purchased Bidyadanga, Broome, 2003. $1200.

In August 2003 I was in Broome, WA for a couple of weeks.  Director of the tiny but wonderful Short Street Gallery, Emily Rohr, asked if I’d like to come out with her and her assistant to the community of Bidyadanga (La Grange) about 120 k south, as a group of largely older people were becoming interested in painting. They’d had one painting workshop a week or so before. This was the second. We set off early one morning and when we arrived by 9am it was already around 35 degrees. `We’ll have to drive around the community to pick the artists up to bring them over to where we’re painting (the verandah of one of the houses) as they’re pretty elderly.’ said Rohr. But no. People were just waiting for the arrival of the ‘painting truck’ and it was quite a sight to see these senior people, running, literally, from their houses in the heat, so keen were they to start painting. Within a few minutes Rohr and her assistant (and me, as tea maker!) were kept busy all day supplying canvases and paints, taking stories and giving the artists cups of tea and soft drinks. The group of about 8 worked solidly, barely even taking time to eat lunch; so keen were they to paint. I asked if any `sang their paintings’ to tell the stories many hadn’t heard for years, their true country being some thousands of kilometres inland to the south east. Soon a very very soft singing started by one of the senior women, making the hairs on the back of my neck stand up, as she sang the song of a ceremony for the first time in decades. Painting was literally reconnecting her with her lands and culture. Mary’s work with its sea blues and brilliant yellow is reminiscent of that incredibly special day and what was literally the birth of a new painting school.

Short St Gallery certificate reads:

‘This is my country, Ilyara. This is where I was born. I travelled around this place as a young woman walking through the sand tunes (tali) collecting mayi (bushfood) with my mother. It is camel and dingo country. This is when it is wet season and water fills the country.’

Mary Meribida was born circa 1930 at Ilyara, and is a Yulparija painter. The waterholes that Meribida depicts in her works dried up due to mining in the Pilbara. The subsequent drought caused her to move with her mother to the coastal town of Bidyadanga, many miles away, where the painting movement began through Short St Gallery. She has said of this: "We been walk 'em, no clothes, nothing. We proper bush people, no English." (Short St Gallery biography). Her husband is the painter Donald Moko, a great colourist. 

Groups exhibitions include at Short St. Gallery, Broome, WA, 2003–2004; Raft Artspace, Darwin, 2004, 2007; 2004 Culture Now, National Gallery of Victoria, 2004; at William Mora Galleries, Melbourne, 2004; Gallery Gondwana, Alice Springs, 2004, 2005; the 23rd Telstra National Aboriginal and Torres Strait Islander Art Award, Museum and Art Gallery of the Northern Territory, Darwin, 2006; at Johnston Gallery, Perth, 2007; Ap Bond, Adelaide, 2008 and Chapman Galleries, Canberra, 2008.

Rep: Canning Stock Route Project Collection, Notre Dame University; Laverty Collection; Sam Barry Collection.  




The Kimberley: Warmun

Rover Thomas, Marcia Purdie

Rover Thomas, Tokyo Crossroads, 1996, etching, edition of 20, (no 3/20), 49 x 49 cm, print number PM36 Signed. Purchased Red Rock Art, Darwin exhibition, 2006. $11,000. 

Rover Thomas. His name brings to mind so clearly the qualities of the man. Raconteur, confident stockman, and a man with a personality as big as the vast tracts of country he’d travelled for so many years as a stockman. With his signature Akubra, spotted neckerchief and country gait, legs slightly bowed from so many years in the saddle, a wide beautiful smile with increasingly white hair, Thomas cut quite a figure in capital cities with exhibitions of his work. I first met Rover in the early 1990s when he was painting with the Warringari Art Centre at Kununurra and spent time with him and his friend Queenie McKenzie at the Warmun community – both topping each other with lively and engaging stories of their lives, travels and some of the bizarre incidents that had occurred (such as the day Queenie had to sew Rover’s scalp back on with a sewing needle sterilized in the fire, after a dramatically bad horse kick). A highly independent spirit, Rover painted for Perth art advisor, instrumental in his starting to paint, Mary Macha, for dealers with whom he had a close association with in Melbourne, for some others and for former Warringari Arts Centre manager, Kevin Kelly, when he left to start his own gallery, Red Rock Art. Kev and Rover had an especially close friendship, with Kev organising a trip back to Rover’s birthplace, Well 33 on the Canning Stock Route, in the mid 1990s after he’d had a successful eye operation. It reinvigorated Rover and his art and was an important personal journey before his health declined. I remember writing his obituary, one Easter Sunday, 1998, at Shoreham, in the mist, my mind filled with the vast blue, red and ochre lands this extraordinary man roamed in a life which had taken him from outback cattle musterer to exhibitor in the world’s leading contemporary art event, the Venice Biennale. He remains one of the great Australian artists of the 20th century, whose work, along with that of Emily Kame Kngwarreye, set Aboriginal art on a whole new trajectory. ‘Tokyo Crossroads’, made after a trip to Japan, shows the universality of Thomas’s art and one of his signature themes, after which his 1995 NGA retrospective ‘Roads Cross’ was aptly named.

From Northern Editions:

‘This coloured edition of Rover’s iconic print depicts an image of crossroads. When asked where it was the artist said it could be “anywhere – Tokyo, America or the East Kimberley”. The artist has stood at all these crossroads in his life. Crossroads are a favourite subject for the artist – one of the signatures of his unique style. Many traditional songs and stories deal with journeys and meetings by all kinds of beings in many circumstances. The artist too has spent much of his life wandering – first from the desert to the East Kimberley as a stockman then all over the world as one of Australia’s foremost Aboriginal artists. His fascination with modern day ways of travel and meetings, as at the crossroads, reflects both traditional themes and his own life experience.’

Rover Thomas Jooloma was born circa 1926, at Yalda Soak, near Well 33 on the Canning Stock Route, in Western Australia. He died on the 11th of April 1998, at Warmun, Western Australia. Considered, along with Emily Kame Kngwarreye and Clifford Possum Tjapaltjarri, in the ‘top three’ of Australia’s indigenous artists, he was a painter, his language group was Kukatja/Wangkajungka, and he lived at Warmun (Turkey Creek). Thomas was one of Australia’s most important abstract landscape painters, who in 1990, only about eight years after he had started painting, represented Australia (with Trevor Nickolls) at the Venice Biennale. His work is outstanding in contemporary art, along with that of the late Emily Kame Kngwarreye, for offering both an entirely new interpretation of landscape and a groundbreaking style of Aboriginal art. 

Underpinning Thomas’s minimalist forms is a strong narrative, which integrates traditional beliefs with modern events, such as Cyclone Tracy, which devastated Darwin and the north of Australia in 1974. 

The reductive imagery and powerful spatial elements in which he mapped the country and landforms, such as the dramatic Wolf Crater and the many large lakes and water forms in the Kimberley, in ground inky charcoals and dusty brown and yellow ochres, immediately captured public attention when first exhibited in Perth (including in On the Edge: Five Contemporary Aboriginal Artists, Art Gallery of Western Australia, 1989) and other capital cities from the mid-1980s. Frequently their planar qualities have been compared to those of the colour field abstractionists of the 1960s NY school. Thomas had never seen these works, but as curator Caruana related, on seeing a large colour field Mark Rothko for the first time at the NGA, after looking at the painting intently, Thomas exclaimed, ‘That bugger paints like me!’.

Interest in and collecting of his art soon snowballed.

Thomas’s works were seen in galleries around Australia and internationally from 1989 on. In 1994 the NGA held the solo exhibition Roads Cross, and works from the Holmes à Court collection formed the basis of the major touring exhibition, Rover Thomas: I Want to Paint, NGVA and touring most of the state galleries in Australia, 2003. 

Awards: John McCaughey Prize for Painting, 1990.

Rep: NGA; all state galleries; Anthropology Museum, Perth; Robert Holmes à Court Collection.


Marcia Purdie Nyawurru, Karragin (Moon) Dreaming, 2000, natural ochre and pigments on canvas, 120 x 90 cm. Warmun Art Centre Stock Number WAC 503/00. Purchased Warmun Art Centre, 2000. $2500. 

The ochres used by Warmun artists are highly individual and distinctive to each painter. The strong pink Marcia uses here is sourced by her from a special location whose whereabouts she, as do all the Warmun artists, keeps to herself! The warmth of the pink representing the land contrasts wonderfully with the white for the moon and black of the night and the rocks of her country, which includes the famous Purnululu (Bungle Bungles).  Marcia is one of the newer generation of Warmun painters following from leaders such as Queenie McKenzie, Rover Thomas, Jack Britten and others, whose work developed strongly when the community established its own arts centre in the late 1990s.

The Warmun Art Centre certificate reads:

‘This is the Karragin (Moon) Dreaming. Marcia says: ‘my old people from Gudangie Country (Landsdowne Station) believe this is where the moon rose in the Dreaming. There is a round waterhole there shaped like the moon, which holds crystal clear water all year round. The waterhole is surrounded by shining grey and black rock. It is beautiful to watch the new moon rise beyond the black hills in Gudangie Country.’                                                                                                 

Marcia Purdie is a Gija painter and printmaker based at the Warmun Community (Turkey Creek) in WA. Born in 1971, she is married to Dallas Purdie, son of the Blake Prize winner and chairwoman of Warmun, artist Shirley Purdie, whose mother is also the senior artist Madigan Thomas. Purdie’s own father is Harold Rivers, Chairperson of Whataguttabe Community, an excision of Lansdowne Station in the East Kimberley, which was originally settled by Rod and Edna Quilty. It is from this land that she draws the subjects for her paintings. A meticulous painter, her work has been noted for its minimal palette and continuation of the unique Warmun style of thick, painterly ochre application. She has held a solo exhibition through Indigenart, at Art01, in 2001, and group exhibitions include All that Gija Country, Flinders University Art Museum, Adelaide, 2002; Work by 4 Emerging Warmun Artists - Mark Nodea, Katie Cox, Marcia Purdie and David Cox, Vivien Anderson Gallery, Melbourne, 2002; Marcia, Madigan and Mabel, a collection of ochre works by three female artists from different generations of the Warmun art group, Woolloongabba Gallery, Brisbane, 2004; 005 Indigenous Art on Show, Washington D.C, 2005. She paints through Warmun Art Centre.

The Kimberley: Kalumburu and Derby

Lily Karedada
Lily Karedada, Wandjina, 1993, screen-print, edition 5/50, 80 x 33 cm. Purchased Warringari Arts, Kununurra, 1993. $400. 

Another great matriarch painter, I’d first met Lily in Kununurra, WA, around 1992, and saw her again at the Northern Editions printmaking workshop at Darwin’s Charles Darwin University in 1993. She was making this print, one of the first she’d made with the leading printmakers, taking the ancient art of painting the powerful fertility and rain spirits, the Wandjina, into a new medium. It was an exciting expansion of her art and she was very pleased with the results.
Lily Karedada was born circa 1937 at Kalumburu, Western Australia. A painter and engraver, her language group is Woonambal. From the far northwest of the Kimberley, Lily Karedada became well known as a painter of the famous Wandjina paintings of rock art and bark in ochre on bark, canvas and prints. Her work was seen in the first exhibition of Kalumburu art, alongside that of Alec Mingelmanganu, in Perth in 1977, and in the Aboriginal Women’s Exhibition, NGV, 1991; Images of Power, NGV, 1993; Power of the Land, NGV, 1994; Nangara, Aboriginal Gallery of Dreamings, Australia and touring internationally, 1996–2006; Spirit Country, San Francisco and touring, 1999–2001; and in the NATSIAA, 2001. She held a solo exhibition at Niagara Galleries, Melbourne, in 2000. Other members of her family who are well-known painters of the Wandjina images include her husband, Jack Karedada, his brother Louis and his wife, Rosie Karedada also her son, Richard, and Lily and Jack’s daughter.

Rep: NGA; AGSA; NGV; MAGNT; QAG; Artbank; Uni. WA; Christensen Collection; Museum Victoria; Flinders Uni. Art Museum. 

Arnhem Land: Milingimbi

David Roy

David Roy, Barracuda, 2007, wood, nails and acrylic paint. Milingimbi Art and Culture Stock Number CV 0551 DROY. Purchased Milingimbi Art 2007. Sold.

Milingimbi - sand fly heaven! It was noted as such by hardened explorers such as Donald Thomson who wrote once that he felt as though he were going mad with the incessant sand fly attacks and hunkered down in a covered bough shelter with smoky fires with his Aboriginal friends to combat this tiny but vicious insect. Yet it is nevertheless a quite beautiful island less than one kilometre off the mainland of Arnhem Land. One of the first established mission stations in the region it has been of pivotal importance since the 1940s in the art and culture of central Arnhem Land. In 2007 we were invited to spend some days there by the elder and arts centre boss, Ruth Nalmakarra and her sisters and co-ordinator Chris Durkin. The women took us crab hunting through the dense mangrove forests skirting the sea – we visitors gingerly picking our way clinging to overhanging branches and tree trunks, the mud squelching (not unpleasantly!) between our toes, accompanied by Ruth, delegated to mind these slow goers, while her sisters competently whizzed off to gather basket loads of the juicy crabs – before we had even made it through the mangroves to the sea! With me driving the dodgy arts centre truck (Chris’s seized drug runner’s car from the desert, with no brakes, few gears, no windows and a back door that refused to unlatch to let anyone out) we bumped off (to the community’s great amusement) to gather bark from the trees and the leaves from which women make the fibre for basket, nets and other goods. Within minutes of arriving at the selected spot, the women had their tomahawks out to cut sheets of bark to be taken back home – to be cured for later paintings. Branches were gathered to be stripped for fibre making; and roots dug for cooking in an iron pot over the fire to dye the fibres their distinctive yellow, browns and, with the addition of ash, a soft purple. The next day, the women wove them into solid baskets or looser weave ‘dilly bags’ and fishing nets. We estimated that all up, the making of one small basket took approximately 20 hours of consistent work. 

At Milingimbi both men and women are painters and carvers. David Roy’s character-filled Barracuda is especially reminiscent of the abundant sea life of this extraordinary island and its individuality a tribute to the strong nature of these esteemed artists works.   

Milingimbi Art Centre

Milingimbi, 500 kilometres east of Darwin has a long history of bark painting, carvings and weaving. Ethnographer Baldwin Spencer collected the first examples of this work in the early 1900s. Many later anthropologists and writers made it their base for field trips. During the 1950s teachers and missionaries actively encouraged bark painting and the making of artefacts. Between 1948 and 1951 teacher, critic and artist Wallace Thornton bought many works from Milingimbi mission, a number of which were later acquired by Tony Tuckson for the Art Gallery of New South Wales (AGNSW). Dr Stuart Scougall also donated works to the AGNSW in 1959. 

From 1961 teacher Alan Fidock further encouraged the acquisition of art by significant collectors including Tuckson for AGNSW and Karel Kupka for the Oceanic arts collection in France (now housed in the Musée du Quai Branly). Later collections include the 1970s collection of Ed Ruhe and Louis Allen from the USA, now largely in the collection of the Art Gallery of Western Australia (AGWA).

In 1967 the practical mud-brick arts centre was built in the beachside location where it still stands. From late 2005 until 2008 Chris Durkin, former field officer at Papunya Tula Artists Pty. Ltd., was manager. The profile of the approximately 50 artists working through the centre lifted considerably through exhibitions in leading galleries and award-winning exhibitions around Australia.

Milingimbi is well known for figurative and abstract bark paintings as well as for a wide range of carvings including yidaki (didgeridu), hollow log coffins, ceremonial poles and figurative sculptures. Artists also make a wide range of weaving and shell and seed beads. Interest in weaving as an art form has especially gained currency during the 2000s with the exhibition of woven objects in the fine art domain. 

Many famous 20th century central Arnhem Land artists have lived or spent time at Milingimbi. These include David Malangi, Dawidi Djulwarak (one of whose sons is well-known painter Philip Gudthaykudthay), Paddy Dhathangu, Micky Durrng, and many others whose paintings are in public collections but whose names weren’t recorded.  

In 2007, Margaret Rarru Garrawurra, sister of Micky Durrng and Ruth Nalmakarra, demonstrated the significance of this evolution when she won the bark award of the National Aboriginal and Torres Strait Islander Art Award with her painting Ngarra Story. 

Arnhem Land: Ramingining

Andrew Marrgululu
Andrew Marrgululu, Yolngu Shelter (State II, Black), 1997, Linocut, edition 36/40, Paper 56 x 76 cm, Image 44.5 x 59 cm. Bula’bula Arts, Ramingining. Purchased Palya Art, Darwin, 1997. $600.                                                              

This striking black and white print shows the very fine translation of bark design into the contemporary form of printmaking and this is one of the first examples made by a Ramingining artist in the mid 1990s. Ramingining was established as a new community when people wanted to return to their homelands in the region in the late 1970s.


‘Yolngu people (traditional people from Arnhem Land) make shelter out of forked poles which suspend a living platform above the ground. Traditionally these shelters are covered with bark slabs; however, today canvas or tarpaulins are often strung up to give shelter from the rain. These shelters are to be found on outstations in the clan lands all over Arnhem Land. Here, a Yolngu family take shelter with their dog while the fire warms them. The goanna represents the food they will cook on the fire. The ever-present mosquitos that are so much a part of Yolngu life gather around them. The bugs are kept away by the smoke that rises into the shelter from the low fire underneath the hut.’ (<<http://www.artprints.ch/aapn/e/margalulu_a/fs_body.htm>>).

Andrew Marrgululu was born in 1959, and is based at Ramingining. A sculptor, painter, printmaker and installation artist, he was one of the contributers to the Aboriginal Memorial at the NGA in 1987. He was commissioned in 1989 to create a large bark for the Kluge Ruhe Collection of the University of Virginia. He was “one of the key artists to participate in the first print workshops at Milingimbi, held in 1996, where he modified his traditional designs to suite this new medium, successfully refining and exploring new possibilities. He responded particularly well to lithography. The shift from painting to making fine art prints proved less of an issue for him than his desire to maintain his cultural traditions through his artwork.” (<<http://www.artprints.ch/aapn/e/margalulu_a/fs_body.htm>>)

In 1997 he created a series of prints with the print workshop at Bula’bula Arts using lithography with the master printmaker Theo Tremblay, alongside such master artists as George Milpurrurru and David Malangi. Known as the ‘Ramingining Print Suite’, this was a rare collaboration between important artists, who reproduced sections of the extensive Wagilag Sisters creation story. Seeing as Susan McCulloch acquired this work in 1997, it is most likely one of the lithographs produced as part of this important suite.

His work has been included in group exhibitions such as World of Dreamings, State Hermitage Museum, St Petersburg, which re-exhibited the Aboriginal Memorial, including Andrew amongst the Marrangu-Wurrkiganydjarr people, noting that ‘these are people of the eucalyptus forest where wild honey is abundant. The honey ancestors, Yarrpany and Mewal, are depicted on many of the hollow logs by Moduk. They are shown collecting honey with stone axes, dilly bags, mops and ladles. The honey ancestors cut the trees and honey flowed into the earth. This is a metaphor for the powers of the ancestral beings entering the ground.’ (NGA World of Dreamings website <<http://nga.gov.au/Dreaming/Index.cfm?Refrnc=Ch2b>>). Other commissions include a painting for the Federal Airports Corporation, which hangs on permanent display at Darwin Airport. Currently, he paints through the Marrawuddi Gallery in Kakudu. 

Rep: NGA, Kluge Ruhe Museum, Australian Museum, Museum and Art Gallery of the Northern Territory, Darwin.



Arnhem Land: Yirrkala

Yananymul Yunupingu (Mununggurr), Bark artist
Yananymul Yunupingu (Mununggurr), Gumatj – Djirikitj, 1997, limited edition black and white linocut print, edition 29/50, Paper Size 55 x 37 cm, Image Size 36 x 25 cm. Purchased Buku-Larrngay Mulka, Yirrkala, exhibition, Northern Editions, Darwin, 2002.  $450. 

Yirrkala is one of the great arts centres and places of Australia, home to the Yunupingus, the Marikas and others whose dynasties have become legend. Yananymul’s mother Gulumbu Yunupingu, is an extraordinary linguist, teacher, medicine woman and fine artist. Emily and I became quite close to her when she won the 2004 National Aboriginal and Torres Strait Islander Art Award – Emily being asked to go out hunting with the family and Gulumbu later appreciating a feature article I wrote on her for Australian Art Collector. This print, by her daughter, shows the finesse and confidence of line that won her the 1995 best bark award in the 1995 National Aboriginal and Torres Strait Islander Art Awards – a considerable achievement at the time for a woman, as women had only just started being permitted to paint the clan designs such as this, on instruction from their father. 

From Cynthia Coyne (ed.), Buku-Larrngay Mulka Printmakers (1996–1998), Centre for Indigenous Natural and Cultural Resource Management in association with Buku-Larrngay Mulka Centre, Darwin, 1998:

‘This print is about the fire dreaming story. The diamonds represent the fire and the figures situated around the inner rectangle represent the djirikitj (quail). The area from which the image comes is in Biranybirany, a place called Galawulu, where the swamp is located. That’s where the fire started. Yolngu started the fire, and then the djirikitj carried the fire to other areas around Biranybirany. There are a lot of yaku (names) all given by djirikitj. The dots represent sparks of the fire and also yothu (children); the diamonds also represent the mother. The story connects mother and child.’ This story has been told by Yananymul Mununggurr.

‘Yananymul Mununggurr, a Djapu, clanswoman born on 30 November 1962 and affiliated with the Wandawuy homeland. Yananymul lives with her husband at Gunyunara homeland. She has been involved in producing bark paintings using natural pigments and ochres, as well as the medium of printmaking. She learnt to paint stories and designs by her father, Mutitjpuy Mununggurr (deceased, one of the creators of the Yirrkala Church Panels).

Yananymul was awarded the 1995 best Bark Painting Award at the Twelfth National Aboriginal and Torres Strait Islander Art Awards.’

Yananymul’s mother is Gulumbu Yunupingu, who won the Telstra National Aboriginal and Torres Strait Islander Art Award in 2004 and her brother was the late Yothu Yindi founding master yirdaki (didgeridoo) player and teacher Milkayngu Mununggurr. Her uncle is leader Galarrwuy Yunupingu.

Group Exhibitions include the Ninth National Aboriginal and Torres Strait Islander Art Awards Exhibition, Museum and Art Gallery of the Northern Territory, 1992; Twelfth National Aboriginal and Torres Strait Islander Art Awards, 1995; Buku- Larrngay Mulka Printmakers Exhibition, Yirrkala, 1998; Buku- Larrngay Mulka Printmakers Exhibition 2 (1996–1998), Northern Editions, Charles Darwin University, Darwin, 1998. 

Rep: National Gallery of Australia; Queensland Art Gallery; Berndt Museum of Anthropology, University of Western Australia.

Yirrkala artist, Goanna story, 1998, natural pigments on bark, 55 x 25 cm. Purchased Buku-Larrngay Mulka Art Centre, Yirrkala, 1998. $300.
Yirrkala 

Situated at the mouth of a small fresh water creek, called Yirrkala, on the east Arnhem Land coast 1051 kilometres from Darwin, Yirrkala’s people have played many pivotal roles in Aboriginal–European dialogue, especially through art. The region covers a radius of 250 kilometres, including around 26 outstations. It is home to approximately 1000 people of some 17 Yolngu clan groups that include the Gumatj, Rirratjingu, Djapu, Mardappa, Dhalwangu, Ngaymil and Waramirri. 

The first missionary, Rev. W. Chaseling, encouraged the making and collecting of paintings – many of which were sent to form collections in museums in Melbourne, Sydney and Brisbane. Other important items were collected in the 1930s by Donald Thomson (for Museum of Victoria); in the 1940s by ethnographers Ronald and Catherine Berndt (for the Berndt Collection, Perth, and others) when they were based at Yirrkala for a year; and Charles Mountford for the American–Australian Scientific Expedition to Arnhem Land (for the South Australian Museum and US Museums). In the late 1950s Sydney surgeon Dr Stuart Scougall and his assistant Dorothy Bennett visited Yirrkala with artist and deputy director of the Art Gallery of New South Wales Tony Tuckson, acquiring works donated by Scougall to the Art Gallery of New South Wales. Private collectors included Melbourne collector Jim Davidson, Americans Ed Ruhe and Louis Allen and, on behalf of French public collections, artist Karel Kupka.

In the 1950s the artists devised the system of attaching a split stick to the top and bottom of barks to make them more durable and more readily able to be hung for display. In the 1960s artist and cultural leader Narritjin Maymuru set up his own gallery in a shelter by the beach. 

In 1963 the Yirrkala people made history by creating the ‘Bark Petition’ for presentation to the federal government seeking, unsuccessfully, to stop the intrusive Nabulco bauxite mine, which had been permitted to mine the area without consultation or compensation for its people. In 1975 the Buku-Larrngay Mulka Arts was incorporated. 

As with the majority of Arnhem Land artists, Yirrkala painters work with the natural materials of ochres on bark. Formal arrangement of clan design and overall patterning distinguishes much of the art of eastern Arnhem Land painters from the art to the west in which larger planes are used, and the X-ray paintings of the Gunbalunya region. 

Of prime artistic concern is to create works of sharp brilliance to evoke the living spirit of ancestral power. Yirrkala’s older generation of bark painters such as Mawalan Marika also taught their daughters to paint far earlier than was typical in many other areas. 

‘Barks are perhaps harder for non-Aboriginal people to come to grips with’, says arts centre manager Andrew Blake. ‘But once people start to investigate the levels of meaning, they find the paintings extremely interesting.  The painter is, after all, not offering to the viewer a work of art as such, but their most sacred possession – their land. For those who respond it quickly develops into a passion and they become our best patrons’.

Collections and exhibitions 

Yirrkala artists are well represented with historical works in the Art Gallery of Western Australia, the Art Gallery of New South Wales, Museum Victoria, Sydney's Museum of Contemporary Art and the National Museum in Canberra, as well as the Museum and Art Galleries of the Northern Territory in Darwin. 

Yirrkala artists have regularly exhibited and won major prizes at the National Aboriginal and Torres Strait Islander Art Awards (NATSIAAs) (eight awards 1997–2008 including the main prize won by Yanggarriny 
Wunungmurra, 1997, and Gawarrin Gumana, 2002.) In 2004 artist and cultural leader Gulumbu Yunupingu won the award with her star-filled memorial pole that led her to become one of the eight Australian artists to be commissioned for an architectural design for the Musée du Quai Branly that opened in 2002 in Paris.

The Top End: Tiwi
Kitty Kantilla, Andrew (Patrick) Freddy Puruntatameri, Raymond Bush

Kitty Kantilla, Untitled, 1993, ochre on paper, 72 x 52.5 cm. Purchased Jilamara Arts & Crafts, Melville Island, 1993. Sold.

In 1995 I spent Easter on Melville Island, one of the two Tiwi Islands, staying at the arts centre manager’s place. We spent a lot of time with Kitty and other artists having picnics and going on beach walks. Although she wasn’t the art star then that she later became, Kitty was very much the matriarch, showing us especially some wonderful Pukamani poles she’d been one of the carvers of and whose designs her ochre paintings were based on. I loved her direct representation of body painting in works such as this. At the Easter Sunday church service – a great and chaotic melding of Tiwi and Christian ceremonies (ranging from baptisms, and celebrative singing and ending with a fire smoking ceremony for Jesus) Kitty stood with a quiet grace, occasionally pulling a grandchild in from running around – walking off somewhat gratefully, it seemed, at the end, through the trees to home and her much loved dogs.







A similar work was exhibition in the NGV exhibition Kitty Kantilla in 2007 (see cat. no. 51, page 44 of the exhibition catalogue). The untitled ‘title’ of this painting is typical of Kantilla, who would regularly evade interrogations concerning the meaning of her work. As James Bennett notes in her NGV retrospective catalogue from 2007, ‘We were looking at a bark painting, Jilamara, 1992, and I asked in English if it depicted a story. Pointing to the picture, Kantilla answered, ‘Ngaki tutyingini arigayayninga yaringa [this is white, this is yellow, this is red]’. She proceeded to describe where she had collected the ochres of the paintings and how she had painted the picture...Later I asked Kantilla’s niece, Marie-Carmel Kerinauia, an artist herself, who had been present during this conversation, about the various interpretations Kantilla had provided for a number of works around this time. She replied ‘Maybe the pictures had a story, maybe they didn’t.’ (James Bennett, in Judith Ryan, Kitty Kantilla, National Gallery of Victoria, 2007, p.91). This also recalls the famous story from Felicity Green, former manager of Jilamara Arts & Crafts, about Kantilla’s reply when pressed for a ‘story’ for a work: she claimed she had painted a frying pan, complete with cooking eggs (Green in Judith Ryan, Kitty Kantilla, National Gallery of Victoria, 2007, p.80). Whatever the ‘story’ for this painting, it does represent ‘the evolution of finesse that separates her post 1992 work from that of her Paru days’ (Judith Ryan, Kitty Kantilla, National Gallery of Victoria, 2007, p.79) as well as ‘understated occasional points of variations: cadenzas of rhythm or pattern’ (Ibid). This work follows her first known work on canvas, consisting of ‘the minimal extreme, comprising only horizontal bands of dual lines of white, red and yellow dots within outer blocks of colour’ (Ibid, p.77). 


Kitty Kantilla (Purawarrumpatu, Kutuwalumi also Mary Campion Kantilla) was born circa 1928, on Melville Island, Northern Territory, and died 4/10/2003, Darwin, Northern Territory. She was a painter, printmaker and sculptor. Her language group was Tiwi, and she lived at Yimpinari, Melville Island and later Paru, Melville Island. Kantilla, the most well-known contemporary Tiwi artist, began her artistic life as a sculptor, as one of the women at Paru, Melville Island, who produced occasional carvings, bark baskets and objects for sale to collectors such as Dorothy Bennett and Sandra Holmes. She went on to become regarded as one of Australia’s finest artists. Her sophisticated abstract designs, consisting of multiple red, white and yellow dots against deep browns and black, with bands or geometric shapes of solid colour and lines, became increasingly painterly. Her work represented the two main elements of Tiwi body decoration: pwoja (painted design) and minga (scarification marks). 

Her first ochre paintings were those on paper. When she started painting on canvas in the late 1990s her works developed a greater freedom of imagery but remained based in the stylistic abstracted forms, which always underpinned her paintings. However, working on a white background instead of her former deeper colours her paintings changed the visual dynamic to push the boundaries of space and form. During her last years her work became increasingly sought after, with a minimum 3-year waiting list for paintings and prints. She held 7 solo exhibitions 1993–2001and her work was seen in many group exhibitions 1990s–2006 including Beyond the Pale: 2000 Adelaide Biennial of Australian Art, Art Gallery of South Australia, 2000; Meridian, Museum of Contemporary Art, 2002–03; and the Clemenger Contemporary Art Award, National Gallery of Victoria, 2003. In 2007 a major retrospective of her work was curated by Judith Ryan for the National Gallery of Victoria.  

Awards: Works on Paper Award, 19th National Aboriginal and Torres Strait Islander Art Award, 2002. 

Represented: National Gallery of Australia; National Gallery of Victoria; most state galleries; Museum Victoria; Artbank; National Maritime Museum of Australia; Wollongong City Art Gallery; Musée du quai Branly, Paris; Edith Cowan Uni.; Queensland University of Technology; Griffith Uni.; numerous private collections including The Laverty Collection; The Gantner-Myer Collection; The Corrigan Collection.

Patrick (Andrew) Freddy Puruntatameri, Tiwi design, 1995, ochre on paper, 50.5 x 32 cm (image size). Purchased Jilamara Arts & Crafts, Melville Island, 1995. $500.

As the Aboriginal Art Print network notes:

‘His paintings depict the body designs used in the Pukamani ceremony, the traditional Tiwi burial ceremony which is one of the cornerstones of the Tiwi peoples traditional beliefs and are also closely linked to stories of Purrukuparli, the Tiwi mythological ancestor. They are characterised by geometric structures of lines and dots, every line and marking having an important meaning. These geometric patterns, common to most Tiwi art, often depict sites of stories of mythological significance involving ancestors who were changed into animals or birds. Each Tiwi artist has their own individual interpretation of the designs.’ (<http://www.aboriginalartprints.com.au/ab_patrickfreddypuruntatameri.cfm>). 

Andrew Freddy is more commonly known as Patrick Freddy Puruntatameri, and whilst a fairly young artist (he was born in 1960), he has quickly evolved to become one of the most prominent Tiwi artists, particularly as a carver, holding exhibitions since 1992. His outstation is Manupi, and he is a painter, working on bark, paper and canvas in natural ochres, a printmaker and a sculptor. 

His sculptural work is rigorously concerned with the Pukamani ceremony; he is descended from a line of sculptors who have been carving these funeral poles for centuries. His theme is often birds; the Tiwi regard them as messengers from the spirit world. His brother Matthew Freddy (b.1972) is also an accomplished artist. His mural of ceremonial spears and poles adorns the carving shed wall at Jilamara Art Centre.

He has exhibited in over 30 group exhibitions, including several NATSIAAs, and with Alcaston Gallery, Melbourne, Framed Gallery, Darwin and Mossenson Galleries, Perth. In 2006 he held a solo exhibition, Pukamani Pole Sculpture, at Alcaston Gallery, Melbourne, where he also demonstrated his carving technique at the Carve exhibition at Melbourne Museum.

Rep: NGV; Museum of Victoria, National Maritime Museum.










Raymond Bush, Untitled (Fish), 1995, ochre on paper, 50 x 70 cm. Purchased Jilamara Arts & Crafts, Melville Island, 1995. $500.


Raymond Bush was born in 1970 and lives at Milikapiti, Melville Island. A Tiwi artist, his skin group is Pandanus, his dance Magpie Goose, his country Goose Creek. Bush was one of the formative Tiwi bark painters (he also paints on paper and canvas) who participated in the exhibition Ngingingawula Jilamara Kapi Purunguparri (Our Designs on Bark), at the National Gallery of Victoria, Melbourne, in 1992, of which Pedro Wonaeamirri speaks in the Kitty Kantilla NGV catalogue ‘The first bark painting I did at Jilamara in 1991–92 was when James Bennett was manager and we did those barks for an exhibition at the NGV that are now in the NGV collection. We all went in the Jilamara car with James to collect the barks and brought them back here.’ (Pedro Wonaeamirri, in Judith Ryan, Kitty Kantilla, National Gallery of Victoria, 2007, p. 72). These artists included Patrick, OJ (James Patlas), John Martin Tipungwuti, and Raymond Bush. Other group exhibitions include Nginingawula Tiwi Jilamara, All our Tiwi designs, Museums and Art Galleries of the Northern Territory, Darwin, NT, 1993; Yingarti jilamara: the art of the Tiwi Islands, Art Gallery of South Australia, 2006; and several in Melbourne (Alcaston Gallery, 1995, 2001); Brisbane (Redback Art Gallery, 2001) and Darwin (RAFT Artspace, 2001, 2002).

Rep: NGV, Museum of Victoria, South Australian Museum, National Maritime Museum. 

Queensland: Lockhart River
Rosella Namok, Sammy Clarmont

Rosella Namok, Clan Groups around Lockhart River, 1998, print, W/P, 55 x 75 cm. Purchased Lockhart River Art Centre, 2001.  $850.

I first met Rosie as a shy teenager on her first big trip outside of Lockhart River in FNQ around 1997 in Canberra. She and her fellow teenagers had come down to the National Heritage Awards in Canberra with their wonderful arts advisors Geoff and Fran Barker. They’d only just started printmaking and decided that they’d make a trip to an important award to show their work to some prominent art people to get some feedback. And feedback they got! They found a spot in the foyer of the building of Old Parliament House where the awards where held and spread their work out. Visitors such as the then NGA gallery director Betty Churcher, National Museum curator Margo Neale, I and others crowded around, knocked out by the freshness and unusualness of their work and impressed with this shy young group who’d made such a big trip to show it. Rosie was about 17 and hardly said a word.  She sat there shyly as we all praised her and other’s work. Margo bought some instantly for the Queensland Art Gallery, of which she was at the time indigenous curator. I missed out that time but bought the Sammy Clarmont work Untitled (Red Earth), (donated in this exhibition for Bushfire Relief Fund) and bought this one some years later when visiting Lockhart staying with the Barkers to experience the environment of Lockhart and spend more time with Rose (by that time a very hot young art star) and the others in their country. An unforgettable experience. 

Rosella Namok was born 19/5/1979, and is a painter and printmaker. Her language group is Aankum, and she is from Lockhart River, Qld. She studied Printmaking at Cairns TAFE, 1997. A leading member of the young and vibrant Lockhart River Art Gang, Namok first learnt painting through helping her father decorate the bodies of dancers for traditional ceremonies. She started making prints as part of a secondary school program and was a founding member of the Lockhart River Art Gang, working with other young members of the group and founding managers of the Lockhart River Art Centre, Fran and Geoff Barker. Her work developed in substance and content, as through her art she reconnected with traditional stories of her land, the sea and her coastal environment. She seeks stories from her older relatives, whose traditional way of life had become disrupted through the community’s removal further inland from its original and preferred seaside location. Her signature works include those relating to the Kaapay and Kuyan moieties, and those reflecting the experiences of fishing and women’s lore and culture. She paints with her fingers in brilliant and thick acrylics on canvas as in the drawings on sand, taught to her by her grandmother. She works also in the medium of screen-printing. Her work first drew wide attention in 1999 when she had a near sell-out show at Andrew Baker Art Dealer, Brisbane. Subsequent shows have further increased her status as a highly collectable artist (she was included amongst the 50 Most Collectable Artists in Australia by Australian Art Collector in 2001 and 2002, also featuring on its cover). In 2005 art critic John McDonald noted in the Sydney Morning Herald of her exhibition at Hogarth Gallery for which people queued outside to buy works: ‘the only other occasions when I’ve seen collectors behave in such ravenous fashion was for exhibitions by well-known artists such as Jeffrey Smart, William Robinson or Garry Shead.’ She held over 17 solo exhibitions 1999–2008 and her work has been included in numerous group exhibitions 1999–2008 including the National Aboriginal and Torres Strait Islander Art Award, 1998, 2003; Beyond The Pale, Adelaide Biennial of Contemporary Australian Art, 2000; Hang 12, Clean Ocean Foundation and Christie’s, 2004.

Awards: Shared grant, with Lockhart River Art Gang, Aboriginal and Torres Strait Islander Art Board, Australia Council, 1999; Lin Onus Youth Award, 5th National Indigenous Heritage Art Awards, Australian Heritage Commission, 2000; High Court Centenary Art Award, High Court of Australia, 2004. Represented: National Gallery of Australia; National Gallery of Victoria; most state galleries; regional galleries Cairns, Warrnambool; university collections including Monash Uni.

Sammy Clarmont, Untitled (Red Earth), 1998, screenprint, edition 15/20, 56 x 76 cm. Old Parliament House, Canberra, 1997. $800. (Bushfire Relief Raffle Work).
This print appears on page 19 of the book Our Way: Contemporary Aboriginal Art from Lockhart River, University of Queensland Press, 2007 by Sally Butler. Of it, Butler writes: ‘One of the more innovative landscapes created during the early printmaking years of contemporary Lockhart River art is Sammy Clarmont’ screenprint Untitled (Red Earth). This work has an aerial perspective of country similar to Central Desert acrylic painting, showing bird tracks and mapping lines across the earth. However, Clarmont’s screenprint approach creates an effect of space not achieved in desert paintings, particles of earth seeming to lift and float across the surface. This floating aspect diminishes the mapping effect of the images and translates more into a sense of experiencing the red earth – touching and smelling it as well as seeing it. In Clarmont’s landscape the very substance of country translates as a substance of life. Reference to red earth in Clarmont’s artwork recalls the geological diversity of the region...the inland areas are rich with mineral deposits that give the earth spectacular colouring.’

Sammy Clarmont was born on the 25th of September 1972. He belongs to the Lama Lama language group, and is based at Lockhart River, Queensland. A painter and printmaker, his works reflects his connection to country, as he says: ‘my works are about my country and the animals and stories. My art works are contemporary but reflect the traditional culture and isolation of my Community.’ (Lockhart River Art Centre website). 

AND a wide selection of bead, seed, wooden and shell painted and unpainted necklaces, bracelets and other jewellery; small paintings;  silk scarves; music sticks; cushion covers; small sculptures; painted wooden coolamons; fibre baskets; leather and fabric bags and stunning ceramics and pottery from Central deserts, Arnhem Land and Alice Springs from $10 to $250.

The range and variety of smaller art items produced by Aboriginal Australians is quite extraordinary. In recent years some exciting licensing and often cross cultural collaboration projects such as those initiated by Adelaide’s BetterWorld Arts which link the artistic skills of Aboriginal artists with Kashmiri rug makers and Peruvian jewellers. The selection of genuine Aboriginal products of this nature is growing rapidly. They provide not only an important income stream for art communities and individual artists, but the ability to expand the nature of their art and through its affordable prices enable it to be enjoyed by a vast audience.   
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