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The art and culture is not different from the land and the sea. The art and
culture and the songs, and the dance, and the kinship and clan
relationships they are all connected into the land and sea. This is the
Australian Indigenous structure. It was likes before and still is now. It is
showing us who we are as Indigenous Australians. This structure was given
to us by the ancestral beings, through our grandfathers and grandmothers,
to our fathers and mothers, to the Indigenous Australians who are on the
earth today. The sanstulpture, the armbands, the patterns and designs

are all tools of that CountrfMarawili, D, 2012, p@

RubyDjikarraAlderton, carvindinoblockfor Yathinyprint 115Gat Print Space, Yirrkala Art Centre,
February 2011.
(Photographer D Salvestro)



Names

The full names of people are used when first mentiormd thereafter first names are
usedto avoid confusiorasmany are from the same family bave similar family
names. The current spelling of Yolngu names is uBeid. may differ to that in earlier
referencesThe Art Centre at Yirrkala has gone through various name changes from
Yirrkala Art and Craft Centre BukuLarrnggay Mulka Inc, when it became
incorporated in 2008. It is generally referred to as the Yirrkala Art Cefitreughout
this dissertation BukidLarrnggay Mulka will be referred to as the Yirrkala Art Centre,

and the print workshop as the Yirrkefaint Space.

Indigenous eaders areaespectfullyadvised that this thesis contains

names and images gdeople who have passed away

Copyright grmission for reproduction of images artwork from Yirrkala has been granted by Buku
Larrnggay Mulka Inc. as representative of the artiSts. othe images reproduced, permission has been

granted by the copyright owners.
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ABSTRACT

Art plays a fundamental role in the lives of the Yomngle Indigenous people of
Northeast Arnhem Land in the Northern Territory of Aust&takKnowledge of their
culture, laws, history and relationship to country has historically been passed on to
successive generations orally and through their clan specific patterns and designs
(Y A y & Siic@fikst known contact with the outside world tpl artists have
demonstrated innovation in adapting their agnd adopting introduced materials and
techniquesto create art for the purpose of passing on knowledge and enlightening

others about their ontology, culture and title to land.

This thesiprovides the first comprehensive history of the introductionaod use of

the print medium by the artists of Northeast Arnhem Land with a focus on those artists
working at the Print Space at the Buku Larrnggay Mulka Art Centre at Yirrkala. The
Print Spae is unique amongst Indigenous owned and run print facilities in that since

its inception in 1995, locally trained artists and printmakers have been employed in the

continuous production of limited edition prints.

The research undertaken has revealed ttted successful incorporation of printmaking
into Yolngu art production resulted from a combination of factevih the Yolngu
themselves being proactive agents in influencing the development of the Print Space
and promoting the use of the print mediumrfpolitical, social, educational and

economic purposes. Women in particular enthusiastically advocated the acceptance of
this introduced mediunas printmaking playedn important part in liberating female

artists from their historically restricted role art production.

The adoption of print technology waentroversal. The issue arose as to whether the
mechanical reproduction of sacred clan designs moved the creative away from the
hand of the artists and their direct connection with the creator ancestarfurther

concern was that printmaking had the potential to encourage the inappropriate use of
Y A y a&aufdliihe dbuse of intellectual property. This dissertation considers the changing
attitudes and various approaches taken by the Yolngu in addressasg sgensitive

issues and the manner in which some of the artistsaal@pting traditional practices

to reproduce the intricacy of the clan patterns and designs in pwhile protecting

the restricted or sacred, deeper meanings within tid y @ QG 2 A ®
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Thisthesis establishes that printmaking is a prime exemplar of ecafisiral

collaborative exchange, facilitating innovation and individual creativity within Yolngu
art practice. The collaborative nature of printmaking fostered significant reciprocal or
Hoth way<£learning exchanges through cressltural interactions between Yolngu
artists and nornYolngu schoolteachers, artists, art centre administrators, printmakers

and gallerists.

/| 2y AaARSNBR o0& GKS | 2fy3dz I NI A printdakinga Wl y 2
has provided an alternative artistic avenue for affirming Yolngu identity and

connection to country and passing on knowledge to the younger generation. This

thesis argues that theuccessful incorporation of this introduced forminto their art
production is testimony to the willingness of the Yolngu to accept change in order to

ensure the sustainability of their art and culture.
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Glossary

The spelling used in this thesis follows thenstard Yolngu Matha orthography.
Distinct characters are used toflect the distinct sounds in Yolngu matha other than
intheuseoWy 3Q Ay LIJ I OQW altht isiavaifbledirt Yalyigl forit. A £  y Q

Y = Yirritja moiety D= Dhuwa moiety

Balandac non Yolngu person

Bawuc¢ cloth made from a grass/and also refers to wingsed to refer to aalil, as in
the cloth that catches the wind. And since Macassan time sails of the Macassan ships

Baruc¢ crocodile

Bathalag big, large, huge

Bayngug none, nothing, not at all

. 2 t QyHimderman, creator spirit (D)

Bunggulg ceremony, "busiess", rite, ritual celebratiorsong sung withyidakiand
clapsticksusually accompanied by dancing

BuwayakcW¢ KS SYSNHSYyG AO02yA0Adte SOARSYyld Ay
resulting from he visual and conceptual effect between figurative and geometric

St SySyida Ay o0IFN)] LFAYyGAy3Ia ONBFGAY3a GKS |
(Morphy, 2003).

. A NNJ £ renddmiNalddtract, markings

. A NX thalglfimmering brilliance achieved by theeugf cross hatching in bark
paintings in the process of creating vibrant yet clearly defined designs. (Morphy, 2003)

Bukuc face, forehead; mind, will; hill, high peak, summit

Dawu¢ banyan tree

Dharpac tree bush (generic) piece of wood or stick

Dhawug story, word, news, information, message

Dhiyangug with this, using this

Djandac lizard, goanna (generic)

Djaykungc file snake

Djirikit] ¢ quail (Y)

pjunggayac caretalfer;vtAhe felationghip a person hAas to the cerempnie§ and land gf
UKSANI Y2 WK NIKaS AOND [Yy2 GUIKSNRa Y2UKSNXQDa Of |y
Gacand, 06 S féf X

Galpug Yolngu clan name (Dhuwa)

Gaamac is the name of a lagoon where salt and fresh water meet. Water is a symbol
of knowledge in Yolngu philosophy, and the metaphor of the meeting of two bodies of
water is a way of talking about the knowledge systems of two cultures working
together.

14



Garmac a ceremonial area that is open to everyone. Also an open forum where ideas
can be shared and negotiated

Garrangalig crocodile nest, totemic for Madarrpa clan
GUH®&AC rock or stone

GunydH; crab

Gurthag generic word for fire, firewood

Gurrtjpi ¢ stingray, totem for the Madarrpa at Béniyala (Yilpara), Blue Mud Bay
D dzNI\NcHkpostip, relationship

Guwakg koel cuckoo (Y)

Guyac fish (generic, not including sharks andhgtays)
Larrnggayg sun, time

A | NNG cérémioraal hollow log

Ma’Aayin ¢ sacred, secret, an important sacred ceremony
Malka ¢ yam

Manikay ¢ song, music, ceremonial singing

Manymak¢ good

Marrngu ¢ possum (Y)

Marwat ¢ hair, leaf, foliage

Milngiyawuy ¢ Milky Way

Milngurr ¢ is the name of sacred spring water. It represents the ebb and flow of water
and thus of knowledge.

a A Y & Qen@ik word for clan specific patterns and designs and for a painting and for
colours and patterns existing within nature and within artwork

Miyalk ¢ woman, female

Miyapunu ¢ turtle (generic), sea mammal (collective for dugong, dolphin, porpoise, or
whale) meat, flesh (of these)

Mokuy ¢ ghost, devil, evil spirit, dead person
Mulka ¢ touch, feel, take hold of, reach out and touch,
Ngapakic white person, European

Ngéarrag a closed important or sacred ceremony of either moiety focused on clan
identity during which a male initiate is shown sacred objects and introduced to secret
sacred knowledge

Ngathac food (generic), vegetable foods

Nhawicd g KI G OKIF YI OF f f AGKEé GoKIFGQa AGKE Gé2dz

a dzK Y €
Rangga; sacred ceremonial objects

Rarrk¢ colour, painting, painted design

15



Rékayg water reed or sedge, especially edible rush cgroot)

Ringgitj¢ place which is sacred to special people

Romg law, rule, custom, culture, tradition, behaviour, way of doing things

2 N z¢'home, land, coutry

Wangarr¢ Ancestral creator beings; also refers to the time of world creation
Wa'i) | dz\Bsdiiicoot (Y)

Wapitja ¢ digging stick

Wayin¢ meat (generic, hunted), animal (generic for bird, land mammal land reptile)
Wawac brother

Wititj ¢ Rainbow Serpent, olive python

Yapac sister (of male), older sister (of female), first cousin

Yidakig didgeridoo, drone pipe

Yokug corm of the waterlily

In compiling this glossary of the Yolngu words that appear in this thesis | have referred
to the following Yolngu dictionaries:

Yolngug Matha Dictionary
F.David Zorc (Snr Lecturer)
School of Australian Linguistics

Darwin Institute of Technology
P.O. Batchelor, NT. 0845
June 1986. Reprinted: June 19%9orc, D R, 1986

Yolngu Matha CD Dictionary Version 3
Dictionary.ymd
Copyright Shepherdson College. 2002

Ed. Michael Christie, Waymamba Gaykamangu, John Greatorex.
Charles Darwin University.

CDU online Yolngu Matha Dictionary, 2014.
http://yolngudictionary.cdu.edu.au/

Ed. Michael Christie, Waymamba Gaykamangu, John Greatorex
Charles Darwin University.
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Introduction

WIy20KSNI gl e 2F GSttAy3a 2dz

52Ay3 @2dz2NJ F NI FyR Sye2pakofa@ddcultar& O dza S A
I' NI A& F @lftdzroftS NB&a2dzNOS Ay Yeé Tl YAf
written like EuropeanNgapakj have their stories told. It is by painting we

tell our stories. That is how we were taught. Passed on to the young ones

T telling our stories and painting. | was taught at a young age by my

AN YRFFGKSN) alglfly ¢gK2 RAR | 20 27F L
after his passing. My first painting was in 1985. | enjoy doing it. | think

about his encouragement when he std to sit with us grandchildren and

0SFOK dzaX1S g2dzZ R 32 FyR O2ffSOG ol NJ
we could sit and learn how to paint as childr@éfunupingu (Ulamay; D,

2012

These are the words of Djalinda Yunupingu Ulamari, a Yirritja moiety, Gumatj/Rrakpala
woman, granedaughter of the visionary Mawalan Marika, explaining the significance

of art in her life and in the lives of Yolngu people of Northeast Amhand, in

response to a question | had posed during a field trip to Yirrkala in Aprif 2088

words were even more meaningful in that they were spoken in the Print Space at the
Yirrkala Art Centre and accompanying her was twelve year old Gadaman Gurruw
(Galpu clan, Dhuwa moiety) who Djalinda introduced as her classificatory son and a
greatgrandson of Mawalan. They were visiting the Print Space because Gadaman had
been the youngest participant in a recent printmaking project involving young
members & the community and the prints resulting from that project, inclugithat

created by Gadamankigure.31 &9.32, p.39), werecurrently on display. Djalinda

is part of two great art dynasties through her maternal Marika family and her paternal
Yunuping family and here with her was the youngest of the current generation of
emerging artists from those dynasties. Gadaman also represented the new generation
practising a new form of art informed by one of the oldest known art traditions in the

world.

! This was one of many field trips made to Yirrkala during the courtsésafesearchPrevious to this

my partner and hadlived and workedin Northeast Arnhem Land for twelve years from 1998, providing
dental services to the Yolngu in their remote communit@aring that time kowledge of Yolngart
andculture was acquiréfirst-handthrough close interactions with the Yolngu in the work situation and
through the friendships that developed.
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The eaction to the inception of the Print Space at the Buku Larrnggay Mulka Art
Centre at Yirrkala in 1995 and the associated expansion in print production were
developments of great significance in the local art scene, and of relevance to the
history of Austalian art. The importance of establishing a permanent record of the
unigue history of the adoption and adaption of an introduced art form by Yolngu

artists prompted this research.

Thesis Objectives

This thesis argues that the Yolngu have shown innovatidime manner in which they
have integrated printmaking into their artistic practice and while enthusiastically
embracing this new art form and accommodating change, they have retagsgect
for traditional valuesTo support this argument Irpvide an listorical narrativehat
explores he sequence of events leading to the acceptance of prints as a neéans
educating and communicatingroviding a conduit fomidividual creativityand playing

a role in the entry of Yolngu art into the contemporary art world.

Visiting the art centres at Yirrkala and other communities in Northeast Arnhem Land
reveals the constantly evolving nature of Yolngu art in response to-ctdssgal
influences and individual initiativel he dialogue between the unchanging stories and
change in form that applies to all forms of contemporary Yolngu art is exemplified in
the use of printmaking by Yolngu artistis research revealed that although the form
andaesthetic of Yolngu art appears to have changed dramatically in its reproduction
through printmaking, to the Yolngu there is no change in substance when the art is

telling stories that have remained unchanged since creation.

As there has been no equivalestudy to date, my aim was to provide
comprehensive record of the introduction to and use of printmakiggrolngu artists
in Northeast Arnhem Land, focusing on the Print Space at Yirtka895 a dedicated
print workshop was established at the Yal& Art Centre in Northeast Arnhem Land.
In 2015 the Print Space celebrated twenty years of continuous print production
involving 137 artists and employing locally trained printmakers in the creation of
limited edition fine art prints. This marks a unigaehievement for an Indigenous

owned and run remote community print workshophe Yolngu quickly came to
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appreciate the benefits afforded by the multiplicity of printmaking aneviblved into

a vital component of local art practice, fulfilling economicyeational, social and

political purposesYolngu women played a pivotal role in the acceptance and
development of printmaking and in the establishment of the Print Space and this thesis
establishes that their continued involvemeiatitistically and in margerial and

mentoring roles, has been vital to tiseistainabilityof printmakingat Yirrkala.

My research revealed that there were multiple factors influencing the acceptance and
sustainability of the print medium: the Yolngu have been strong agents imguing

its use and influencing how it evolved over time; interactions with the outside world,;
the relative autonomy of individual artists; and the respect for traditional values in art
production. | have deliberately focused on certain episodes saliemytargument

with consideration of the historical environment that facilitated these events, such as
the presence of the Mission and the Art Centre. As the Print Space and the associated
development of printmaking at Yirrkala could not have transpired withbe

existence of Buku Larrnggay Mulka Art Centre, | have included a history of its
establishment at Yirrkala. Through this research | show that the progress of
printmaking was a dlagicprocess between Art Centre, artists and printmakers, with
the devdopment of the Print Space over the past twenty years coinciding with the

rapid evolution and expansion of the Art Centre as a whole.

This thesis further contends that that the interactive nature of printmaking upholds
GKS |, 2fy3dz 02y OS$ letiprogafrarsfer&oedikiowlgdgedinydving
learning and teachindANKAAA, 201%reighton, S, 2003 he Living Knowledge
Project, 2008, p.73 argue that the acceptance of printmaking as a viable art form in
Yolngu art practice has been facilitated by the reciprocal exchange of knowledge in
crosscultural collaborative relationships which were based on mutual respect for
culture and beliefs. Inorder to demonstrate this | analyse a set of cros#tural
collaborative engagements between Yolngu and national and international
printmakers and artists, and the developmeftongoing programs targetintye
younger members of the communityhewillingness to explore new techniques and
the inventiveness displayed by Yolngu artists independently and in collaborative
workshops and external residenciase shown to be factormistrumental in

positioning printmaking as a viable art form for the artistdNoitheast Arnhem Land.
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The establishment of the print workshop at Yirrkala generated an ongoing debate
within the community regarding the acceptability alapting traditional artwork to an
introduced medium involving mechanical technolog@iie reproductiao of clan specific
designs Y A Y & iQprigt has been a constant issue at the Print Sp@ibeprocess of
mechanical reproduction was seen by some of the elders as taking the production of
the work away from the hand of the artist and the direct conti@t with the creator
ancestors who had created and passed on the desighs. very nature of printmaking
as a mode of mechanical reproduction also raiseddtecern that nultiple
reproductions presented the opportunity for abuse of intellectual propeitie
changing situation regarding restrictions and what is considered appropriate use of
Y A y én@iin®naking is considered throughout this thesis with reference to the
proactive reaction of thérolngu to the breaching of intellectual property and cogiyt

of their designs.

Thesuccess andustainabilityof the Print Space and the incorporation of printmaking
into Yolngu arhas resulted fronthe commitment of artists, art centre management
and printmakers, Indigenous and namdigenous teacherand the support of the
Yirrkala community as a whole. The process has been one in which a dynamic
trajectory has resulted from a combination of individual innovation and tateat

intra-cultural exchanges of knowledge.

Methodological approach

The primary aim dthis research has been to provide the first comprehensive history

of the introduction to, and use of printmaking by, the Yolngu artists of Northeast
Arnhem Land with a consideration of the factors affecting those developments. In the
course of this reseah | have used a combination of methodologies including art
historical, anthropological, ethnographic and archival research. Consequently it is
difficult to provide a clear articulation of the methodology employed as it is rauitl
inter-disciplinary, baed on multisited ethnography. Oral histories and archival records
were employed to trace the historical progression of Yolngu printmaking and to
establish its place in the timeline of Australian Indigenous printmaking. Interviews with

artists, printmakes, gallerists and other collaborators were carried out in various
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locations resulting in a wideanging account of Yolngu printmaking that combines the

Yolngu perspective with that of neviolngu.

Considering there are seventeen different Yolngu languagesagects still spoken in
Northeast Arnhem Land, language was going to be a significant barrier to effective
communication in the process of this research. With the aim of addressing this, the
online Yolngu Studiesourse at Charles Darwin Univeréityasundertaken in the early
stages of this research. Participating in that course added to my basic knowledge of the
language, increasing my awareness of the multiple meanings that can be conveyed in
one word and the subtleties that can be lost in translati@reater insight into Yolngu
kinship, cosmology and ideology was gained along with a deeper appreciation of the

complexity of Yolngu society.

In this thesis | have endeavoured to represent the Yolngu voice, and in an effort to

achieve this much dhe material for this dissertation was derived from information

acquired during multiple visits to Yirrkala and meetings with Yolngu artists. | also

worked closely with both Yolngu and ndfolngu management and employees at the

Art Centre at Yirrkala. In compliea with ethics regulations, appropriate consent was

at all times obtained to allow their words to be quoted. Interviews were recorded with
Yolngu women who were at various timevolved with the management of the Print

spaceor worked there as printmakerdlarrnyula (Watjumi) Mununggurr, Naminapu

Maymuru White, Naminapu#2 (Araluen) Maymuru and Ruby Djikarra Alderton. Other
Yolngu artists interviewed included: Dhuwarrwarr Marika who provided insight into

her varied art practice and Yolngu culture; Dhopiatfungu and Dhangal Gurruwiwi

who shared knowledge relating to collaborative print projects; Ranydjupi Yunupingu
translated for her sisters Barrupu and Nyapanyapa Yunupingu during discussions about
their artwork; Lak_ak Burarrwanga detailed the Yolngu hmg/that were the subject

matter of her prints; Yalmay Yunupingu spent time explaining Yolngu social protocols

and Yolngu hierarchy; Araluen Maymuru assisted with translation of the explanations
IAQGSY o0& beéel LI yelr Ll ., dzy dzLJA Yjiviakah#d Ratika G KS
offered his personal story and the inspiration for the subject matter of his printmaking;

Wukun Wanambi discussed his role as a nmakidia artist and archivist; anduring a

%< www.cdu.edu.aukolngustudies>
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visit to his homeland of Yilparadiscussed his art and the significance of clan
mythology with Djambawa Marawijl{Marawili, D, 2011Marika, D, 201,1lYunupingu,
Y, 2012

Each artist offered insight into the relevance of their clan patterns and designs and the
manner in which they personally dealt withe issue of representing A Yy @n@hie A
printmaking. They acknowledged the important economic role printmaking has come
to play in the community and how, as an alternative way of telling their stories, it has

assisted in ensuring the continuity of their art and culture.

Interviews als took place with the nofindigenous Art Centre management and other
non-Yolngu local people who had some involvement in the Art Centre. Those Art
Centre ceordinators and art advisors directly involved with the establishment and
ongoing management of therint Space Dianne and Andrew Blake, Will Stubbs, Kade
McDonald and Annie Studdave been interviewed on multiple occasions and have
made themselves available for ongoing enquiries. These interviews provided a non
Yolngu perspective of the progresstbé Print Space and Art Centre and were the

main source of information relating to the establishment of the Print Space, detailed in
Chapter 6. Andrea Kingston, a vocational training officer at the local school, provided
insight into the series of print pjects which took place in 201(Kingston, A,
2011).andare the subject of Chapter 8hese initiativesnvolved the school, the
O2YYdzyAlé yR GKS ' NI /SYGNBSYYI DRY A D02 KJ
WRAASY3IlI3ISR &2dziKQ 2F GKS O2YYdzyAade

Interviews were conducted in various locations around Austuailia individuals who

had in some way contributed or been involved in the establishment and promotion of
printmaking at Yirrkala. This included printmakers, artists, art administrators and
government and university employees. The discussions would oftevdinte new

individuals with whom contact would subsequently be made.

Historical information relating to the early days of the Yirrkala Art Centre, reviewed in
Chapter 2, was provided by the inaugural manager, Chris McGuigan. Having previously
worked with the Aboriginal Arts Board while they were developing the concept of
remote art centres, McGuigan was also able to provide background information about

this seminal government initiatiygMcGuigan, C, 20)2Stephen Fox who managed
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the art centre throughout the 1980s, described the development of theCrtre
during that period including his role in introducing printmaking and instigating the

establishmat of the dedicated Print Spac@-ox, S, 201120114.

Jennifer Isaacs furnished valuable historical information frontines working with

the Aboriginal Arts Board in the 1970s and elaborated on her mentorshiprafui

Marika in the early 1980¢lsaacs, J, 20)2Anthropologist and school teacher John
Rudder recounted his time on Elcho Island and the production, in 1968, of the first
linocuts created by Yolngartists, described in Chapter gRudcer, J, 201B Professor
Diana Wood Conroy from the Faculty of Creative Arts at the University of Wollongong
offered personal recollections and a rich source of unpublished material relating to the
Yirrkala Exchangeadject - the focus of Chapter,§Wood Conroy, D, 19946, 2012.
Further information relating to this initiative was gathered in Darwin in meetings with
Professor Sharon Bell and Leonie Molldyovhad both been involved in the project as
Head of Art Department and art lecturer, respectivéBell, S, 2012Molloy, L, 2012

Information provided by printmakers who were involved in teaching print techniques
to Yolngu artists, was field on for insight into the challenges and issues associated
with introducing printmaking to remote artists. The printmakers each acknowledged
the reciprocal nature of the crossultural, collaborative interactiong.heo Tremblay,
now running Editions Trebtay Print Workshop in Cairns, Queensland, was
interviewed while on a visit to Canberra. He elaborated on the part he played in
encouraging the involvement of remote area artists in printmaking and in facilitating
their attendance at residencies and workgs at the Canberra School of art and
Studio One in Canberra during the 1980s and the early 1g8=snblay, T, 2010

Those interactions relevant to this thesis are appraised in Chapter 3. Tremblay also
supplied archival material including published and unpublished papers that related to
his experience of collaborative printmaking with Indigenous art{&enholm, M,

1996 Gilmore, P, 1988remblay, T, 1989

Jorg Schmeisser (deceased 2012) was interviewed in Canfoesgeveral occasions
regarding his role in introducing remote area artists to printmaking during his time as
Head of the Printmaking Department at the Canberra School of%ehmeisser, J,

20117). Adjunct Professor David Williams contributed information apropos the
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participation of Indigenous artists in the Artist in Residency programs during his time

as Director of the ANU School of Art, 198806, (Williams, D, 201

Consideringhe importanceto the Yolnguof reciprocalor ¥ 6 24( Keléafingin
collaborativeinteractions,| interviewedSophieCreightonin AliceSpringsijn relationto
researchshehadcarriedout at Yirrkala Furtherinsightwasgainedby referencingher
thesis:WheYolnguway:an ethnographicaccountof recenttransformationsin

Indigenouseducationat Yirrkala,NortheastArnhem[ |y (Rr@ighton,S,2003 2013).

Howard Morphy, Professor of Anthropology at the Australian National University,

AKI NBR KAA LISNE2YLFf NBO2tf SOGA2Y 27F Dbl NNJ
Fellowship residency at the University in 1978, related in Chapi@i&@phy, H, 2012

Artist and printmaker Heather Burnesgs nterviewed inher print studio in Canberra

where shediscussed the collaborative working relationship she had developed with

bl NNAG2AYQa Ofl aaATAOl OwhieE RAdzMIERI SINI B A WIA L
Coombs Creative Arts Fellowship residency. Burness outlined the complications that
RAANMYzZLIGSR bl YAY!l LIWzQa (GSydz2NB ol g NRSR | £ Y:
and delayed the final production of one of the prints by a dec&8arness, H, 2012b
ANUDoctoral research candidat Robyn McKenzie, explained how a print project, The
String Figure etchings, developed out of her research into the String Figures collected

from Yirrkala in 1948 by anthropologist Frederick McCar{McKenzie, R, 20)6

Visits to Darwin en route to Yirrkala presented the opportunity to meet with many
individuals who have played a part in the introduction of printmaking to remote
Aboriginal artists, in particular printmakers who have worked with Indigenous artists at
Northern Editions Print workshop at the Northern Territory University (NTU), now
Charles Darm University (CDU). Much of the historical detail in Chapter 4 was
provided by Leon Stainer who initiated the first print workshops for remote artists at
NTU and then ran workshops in remote Aboriginal communi(i&siner, L, 200a).

Frank Gohier, who had been involved in the early days of these print workshops,
discussed experimenting with techniques to accommodate the manner in which

remote artists historically created their afGohier, F, 2012

Basil Hall has been one of the most important sources of information considering the

role he played in assisting with setting up the Print Space at Yirrkala, as detailed in
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Chapter 6, and subsequently continuing to work with the Yirrkala artists in print
workshops and on special projects, such as those described in Chapters 6 & 7. He also
provided indepth detail about print workshops and projects organised through his
eponymous studio, Basil Hall Editions, while based in Darwin and since relocating to
Bradwood NSW in 2013Hall, B, 201082010k 2011). Other printmakers interviewed
who had worked with Hall on print projects with Yirrkala artists included: Jacqueline
Gribben who facilitated a Japanese woodblock workshop at Yirrkala in 2007;rMerra
Sierakowski who collaborated with Hall on sgfound etching workshops at Yirrkala in
2008 in preparation for the After Berndt project; and Sean Smith, a printmaker from
Melbourne, who ran screenprint workshops with the young members of the
community fa projects that are described in Chapters 6 &Gribben, J, 2010
Sierakowski, M, 2013mith, S, 2012

Smith was later interviewed at The Ownership Project print workshop and Gallery in
Melbourne where he has promoted and exhibited the prints produced by the young
artists at Yirrkala and facilitated an internship for Ruby Djikarra Aldert@oi2,
discussed in Chapter @ he Ownership Project, 20L2Printmalers Simon White and
Martin Kingwere interviewed at the Australian Print Network in Melbourne regarding
their involvement in ctbaborative print workshops with remote Indigenous artists in
the Northern Territory(King, M, 2011White, S, 2011 White facilitated the first

screenprinting workshops at Yirrkala in 2000, referenced in Chapter 6.

Angus and Rose Cameron have been promofingkala art since establishing Nomad
Art in Darwin in 2005 Cameron, R and Cameron, A, 2D1hey are responsible for
initiating significant crossultural print projects invaling Yolngu artists, includinipe
Seven Sistersee Chapter 7gand Djalkiriwhich is the focus of Chapter 8he
Camerons supplied images, educational material and personal accounts of the
experience of cabrdinating these projects. Artist and papermaker Winsome Jopling
who had worked on th@®jalkiriproject, was viged in her papermaking studio in
Darwinto discuss and witness the challenges associated with creating the natural fibre
paper that Yolngu artists were requesting for their prirff®bling, W, 2014 Artist

John Wolseley, who had also been involved inDiedkiriproject, was interviewed in
Darwin apropos his experience of that project and his ongoing collaboration with
Yolngu artist, Mulkun Wirrpand#&lall, B, 201,1Wolseley, J, 2033
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Archival Material

During field trips to Yirrkala | was able tdlate information about the artists and
artworks through access to archival records and the database, faailitgtehe Art
Centre managemenfs part of the research process | assisted with the updating of
the database and archival recordsfurther obgctive of this researcts to compile,
post thesisa catalogue raisonée of the prints produced at the Yirrkala Art Ceartce

include this ina publication of the history of the Print Space.

In August of each year of this research project, volunteer wa& undertaken at the
open air Gapan Gallery at the annual Garma Festiwdlere prints produced at the
Print Space during that year are exhibited. This offered exposure to the annual
production of the Print Space, and the opportunity to interact witk #rtists,
printmakers, art ceordinators and other Art Centremployees Art forums held during
the festival afforded the opportunity to hear artists discuss their work and listen to
senior clan leaders imparting valuable insight into the cultural sggmtie of art. The
Garma Festival also provided the opportunity to meet individuals who had some
involvement in the early days of printmaking at Yirrkala. Amongst those | was
fortunate to interview included Ron Croxford who, during the 1960s, was headmaster
at the first local government schga@nd Joan Wearne who had taught printing
techniques at the school during the 198(Sroxford, R, 2013Vearne, J, @13).

Historically relevant articles relating to the Yirrkala Art Centre and early printmaking at
Yirrkala were found in archives of local newspapers and other publications produced
by the Literature Production Centre based at the Yirrkala Sc(iotdrature

Production Centre, 1983988 1992 1993. Leon White offered documentation

relating to print workshops held at the School in the 19¢D&erature Production

Centre, 1988 Ivor Alexander from the Communicable Disease Centre at Nhulunbuy,

provided information angermitted photography of material relating to the health

% The Garma Festival is an annual festpraimoting Aboriginal culture run by the Yothu Yindi
Foundationandheld each August at the Gumatj sacred Gulkula site 25 kilometres from Nhulunbuy, NT.

Since its instigation in 199Beoplehavegathered for the sharing of knowledge and culture; to learn

from and listen to one anotheat the largest annual celebration of Yolngu cultud@) NJXY' I A & ! dza NI
most significant Indigenous event and a model for-deliermination, reconciliation, Indigenous

knowledged K NA y 33 { NI y &atiiNindi Roindafda, QB4 v 3 S Q
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awareness project that involved the reproductionastwork by Marrnyula

Mununggurr ¢escribed in Chapter)3(Alexander, I, 2012

TheNorthern Territory Universitypublishedpapersassociatedvith ground-breaking
conferenceghat exploredthe promotion of printmakingby Australianindigenous
artistslivingin remote communities.TheW! 0 2 N&tatihg ¢ & kytposiumand
exhibitionheldin Darwinin 1982,wasinstigatedby remote Art centre coordinatorsin
orderto discussssuegelatingto promotingandsellingAboriginalart from TopEnd
remote communities,(Cooke PandAltman,J,1982). ContributorsincludedYirrkala
Art Centremanager StephenFox,andanthropologistsHowardMorphy, LukeTaylor
andJonAltman.Elevenyearslater, atthe WD S {intoAPyinB{ & Y LJ2 &éldizY Q
Darwin,Foxpresentedan updateon currentissuesassociatedvith managingemote
art centresandintroducingprintmaking.Onthis occasionBandukMarikagavea
presentationof her personalexperienceof W & dzNJSR N @ G i hrgntoteX)
community;LeonStainerdescribedprint techniquesand collaborativeprojects;and,
Aboriginal art advocate and dealddrianNewsteaddiscussedogisticandmarketing
issuesaffectingremote communityart production,(Butler,R,1993 Fox,S,1993
Marika, B, 1993 Stainer,L,20109. Thesetopicsremainrelevantandare exploredin

this thesisin relationto printmakingat Yirrkala.

Chapter 4 explores thKaltjaBusinesgonference and the Australasian Print Project,
held at the Northern Territory University in 1996. Sarah Pirrie, a lecturer in the Art
Department at Charles Darwin University, recounted her first involvement with
Indigenous artists at those events and madailable unpublished archived material
relating to theKaltja Busines€onference and he Meeting Placpainting workshops,
(Pirrie, S, 2024 The unpublished conference papers and other material revealed
historically releant information relating to the progress of, and specific issues
associated withart production by Aboriginal artists in remote communiti@garious,

1996.

During interviews held in Darwin, printmakers Jan HogahBasil Hall who had
coordinated the crossultural collaborativeAustralasian Print Projeaescribed the
objectives and outcomes of that proje¢Hall, B, 201,1Hogan, J, 20)2Nigel Lendon,
Adjunct Professor at ANU, supplied further relevant information about the project

whichinvolved Yolngu artists in one of the first medtiltural collaborations to explore
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the notion of identity and place through the print mediythendon, N, 199720143.

The exhibiton catalogue entitledheMeeting of Watersfeatured essays by Hogan,

Hall and Lendon(Hogan, J and Hall, B, 1998ndon, N, 1998] Sy R2y Qa Saal &
explored the issue of cro€8dzt G dzNJ ¢ O2f t I 62N} GA2y | & SELJ
t NAYyld tNBr2SOGQod

Literature Review

A review of the literature pertinent tthis research revealed the scarcity of published
material dedicated to printmaking by remote Indigenous artists. References on
Australian Aboriginal art were consulted during the course of this research but, other
than scant reference to Indigenous printikiag in Australia, there was a lack of in
depth analysis of printmaking by remote Aboriginal artig@®gruana, W, 1995

Morphy, H, 1998, pp.41013;#665 2008, pp.50,75; To set in context the dramatic
changes evidenced with the introduction of printmaking, early writings that make
observations about Yolngu art in general were sought out to provide a background to
the form and content of Yolnguiaand the significance of the gradual changes
witnessed in reaction to the earliest and increasing outside influences on Yolngu art
and culture. Aithropological studies investigating the content of Yolngu art by
Mountford, Berndt & Berndt and Grog&Wurmwere refeenced;(Berndt, R M,

Berndt, C H and Stanton, J E, 1988rndt, R M, 19581978 Berndt, R M, 1983
GrogerWurm, H M, 19731977 Mountford, C P, 1956 The main body of material on
the form, content and meaning of Yolngu art are the texts, papers and essays
published by Howard MorphyMorphy, H, 19751977h 1978 1989 2005a 2005h

2009h 2009¢ 2011).

For backgroundo Yolngu society since recorded history, texts by Warner and Berndt &
Berndt were referencedBerndt, C H anBerndt, R M, 1978erndt, R M and Berndt,

C H, 1954 79992 Berndt, R M and Phillips, E S, 1988rndt, R M, 1978Narner, W

L, 1973. Sources for historical records of Macassan contact included MatthadeFsi
diaries, Mulvaney, Macknight and LangidRlinders, M, 1814.angton, M, 2011
Macknight, C C, 197Mulvaney, D J and Kamminga, J, )99@r postcolonial history

of Northeast Arnhem Land, personal accountsime spent in Arnhem Land by
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anthropologists including Thomson and Stanner, and missionaries, Chaseling and Wells
and his wife Ann, have been cited. Anthropologist Nancy Williams was referenced in
relation to land rights issues and Dewar for missionasyohny; (Chaseling, W, 1957

Dewar, M Stanner, W E H, 1972009 Thomson, D F, 198®Vells, E, 1982, Wells,

1971 #324Williams, N M, 1986

Exhibition catalogues, essays and conference pga@dforded the main source of
information about remote Aboriginal printmaking. Catalogues produced for exhibitions
of prints by Indigenous artists provided some insight into the introduction of
printmaking to remote Indigenous artists. These publicatimese generally produced

by the institutions that ran crossultural workshops and artist in residency programs.
A common theme, and one which runs through this thesis, is an appreciation of the
relevance of the collaborative nature of printmaking to theesess of crossultural
printmaking interactionsNew Track®Ild Landproduced in 1992 by the Aboriginal

Arts Management Association in collaboration with the Massachusetts College of Art,
is of particular significance as it was produced to accompanyirgstecomprehensive
exhibition of contemporary prints from Aboriginal Australia to tour nationally and
internationally. It contains essays by Theo Tremblay and the exhibitiendioators

Chiis McGuigan and Adrian NewstedlMicGuigan, C, 199Rlewstead, A, 1992

Tremblay, T, 1992In 1996 the Canberra School of Art produ@@dundworka

catalogue of prints produced at the Canberra School of Art by Aboriginal artists from
1986 to 1996. Those who contributed essays included Theoblay and Jorg
Schmeisser; Nigel Lendon; and the Diredthe school, David William@/cGuigan,

C, 1992Williams, D, 1996 The essays revealed a general recognition of the ease of
familiarization and the innovation shown by Indigenous artists in the use of

printmaking.

AnthropologistGillianHutchersondocumentedinformation about someof the earliest
printmakingby womenat Yirrkalain two publications Djalkiriwangaand Gong
Wapitja, (HutchersonG,1995,pp.8-9, 23,39, 1998,pp.7477). A cataloguefor the
BukuLarrnggayMulka Printmakerdirst exhibitionheld at the UniversityGalleryin
Darwinin 1998,wasedited by CynthiaCoyneaspart of her researchfor a FineArts
Masterdegreeat Northern Territory University,(Coyne C,1998. Thepublication

containsa catalogueraisonéeof someof the first prints createdby Yolnguartistsand
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printed on site at Yirrkalaby locallytrained printmakersMarrnyulaMununggurrand
Mundul MununggurrWunungmurra An essayby Coyneprovidesimportant historical

data.

In 2000, the Northern Territory University producéeénd Mark : Mirror Marla

catalogue that provides details of collaborat®between remote Aboriginal artists

and printmakers at the Northern Editions workshops in Dar{#all, B, Cameron, R

and Stainer, L, 2000In 2001 the National Gallery of Australia puldidla catalogue,
Islands in the Suhg accompany an exhibition of prints by Indigenous Australasian
artists. An essay by Roger Butler provided a brief history of printmaking by Australian
Indigenous artists. Nigel Lendon contributed an essay on-@uatisral collaborative
printmaking in whicthe referred to the Australasian Print Project as an example of
artists from different cultures successfully engaging to produce a collaborative

artwork.

In 2009 The Australian National University published a catalogue of Aboriginal
artworksinthel Yy A SNEAGE&Qa NI O2ff SOGA2yd® C2NJ i
WLGQa Ftt 324 1 YSFEYAy3IX Ada 26y aid2NBQX
speech given at the opening of the exhibition of artwork created during his Coombs
Creative ArFellowship at ANU in 1978. In his essay Morphy refers to the dialogue

between continuity and change in Yolngu art. To illustrate this he describes an

occasim when Natrritjin emphasized thenchanging nature of Yolngu art, explaining
thatitallhasmeayf3d WA G & 26y aG2NRBQ ¢gKAES |0 GKS
practice the dynamic nature of the Yolngu artistic systévtgrphy, H, 2009pb The
OFGFf23dz2S ta2 FSIFGdz2NFBa LYRAISY2dza LINAY
anupdal SR OSNERAZ2Y #dm tHe ok datalSgiueil enélon, N,

2009. Lendon discusses the reproductive character of printmaking and poses the

question of originality and authenticity of works created in crosiural collaborative
interactions. (Examples of such interactions inir@VvY olngu artists are desceith in

Chapters 6, 78 and 9). Inthe earlier version of hisssay, Lendon had proposed that
introduced technologies, printmaking in particular, provided Indigenous artists with

the opportunity for innovation in their art,eaf Ay 3 GKSY (2 RS@St 2LJ
FT2NX¥aAQ YR WySg YSIyAy3aa KgmRonN,T98RSaQ Ay |

34



Double Desirefransculturation andndigenous Contemporary Addited by lan
McLeanwas publishedate in 2015,(McLean, |, 2014 This compilation of essays by
fourteen authorities on anthropology and art, explores the emerging field of

Indigenous contemporary art and the widlanging issues assiated with its

interaction with the contemporary world. In Part Il Relational Agencies, essays by Una
Ray, Quentin Sprague and Maya Haviland consider issues associated with interactions
between nonindigenous collaborators and Indigenous art and artist$is essay

entitled Relational Agencyhe Elcho Island Memorjdlendon introduces the term

WNBf A2yt 3SyoeQ (2 RSaONRO6S (GKS L2t A

In a series of recent essays Quentin Sprague provides a critical analysis of bark

paintings andnulti-media works produced by Nyapanyapa Yunupiri§prague, Q,

20120 |1 SNJ 62N} & KIFI @S 0SSy I01y2sf SRISR I a
production, withthe termWY S I y A hadngss tim&@sReen used to describsome

of her works as they appear to bear little reference taditional art. Sprague

discusses this label and the influence of collaboration and cultural exchange on the

LINE RdzOGA2Y 2F bel LI yelLl Qa Ayy20FG§AQ3S 42|
in Chapter 9 in which I discuss the influence of new technetogind intercultural

interactions on the subject matter and form of the most recent prints produced by

Nyapanyapa and other artists at Yirrkala.
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1. Encounters and New Art

Sncecolonisationthe Yolngur the Indigenous peoplef Northeast Arnhem Land

have aapted the function and form of their art to accommodate enforced changes to
their culture An awareness of Yolngu history, beliefs and cusi@mng an

understanding of the role of art in their daily ljfie requiredto fully appreciat the
significance bthese change<Consequentlyhis dissertation begins with an

introduction to the Yolngu, their cosmological viewtloé world and their concept of
creation,anda précis of the known history diieir contact with the outside world.
Outsider interactiongnd European colonisation in particulés considered in view of
the impact these events have had on the art of the Yolngu. In reacting to these
intrusions the Yolngu made adjustments to their social and religious practices and to
their art. Along with tle customary purpose of using art to pass on knowledge, they
began to uset for political and educational purposesas a means ahformingthe
outsideworld about their culture This chapter describes the gradual changes made to
their art practice with reference to the associated social charlgas along with other

adjustments, resulted in women playing a greater role in art production.

Location and Social Structure

The Yolngtinhabit the region known as Northeast Arnhem Land on the Gulf of
Carpentaria in the Northern Territory of Australia. They belong to diverse clan groups
that stretch south from the Walker River, north to the Island groups in the Arafura Sea
across to Miligimbi and Ramingining in the west. The social structure of the Yolngu is
based on clan groups which are divided into two nie®g Yirritja and Dhuwa and

are exogamous and patrilineal in descérthis dissertation focuses on the sixteen

major clan grops living at Yirrkalaral in the surrounding homelandBigure 1.1
p.37).

* The wordYolngumeans person, human, Aboriginal person or people. The Aboriginal people living in
Northeast Arnhem Land use this word to refer to themselves and use the Wwatdsdaor ngapakito

refer to a nonAboriginal or Europearyolngumatharefers to the group of languages spoken in their
region(Zorc, D R, 1986

®For an explanation of Yolngu social order and kinship systems refetotphy, H, 1991, pp394,

Warner, W L, 1973, 1526)
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Fig.1.1 Map of Communities and some homelands in Northeast Arnhem Land,
(<http:/llivingknowledge.anu.edu.au/learningsites/seacountry/06_map.htmn

Yolngu Creation

A 5 A Everything is telling us whkoe af&umbula, J N, 2009 5
¢KS ONBFGA2Y 2F GKS [ 2fy3ddz 62NI R G221 LXK |

a 2 NI MWEIB, @, 1971, p. XllThe creation stories for the Yolngu of thlewatj T
0KS WYRANB/S\Y Frégloddf Noith8asgArnhem Land relate to the Spirit
Ancestorgwangarr)from each of the two moieties/tho camefrom the east onto the
land and cread(i KS 2NRSNJ ' yR aKFILS 2F GKS g2NIR®
species of plant, animal, fish, bird any place or person as belonging to one of the
Gog2 olflyOAyd KIf@gSa 2F UKEirkaa NE RI1Ro Y2 A S,
Dhuwa and Yirritjathe key element taunderstand Yolngu knowledge. The
ancestors gave us this structure and shaped people to have that identity.
This identity isn't only to do with human beings, it is also animals, land and

the great numbers of things surrounding Yolngu people. These arevthe
worlds: this is Dhuwa and this is Yirritja. This guides ceremony, how to

37


http://livingknowledge.anu.edu.au/learningsites/seacountry/06_map.htm

perform ourManikay(songs), the artwork that goes with it and what we
do in everyday life(Gumbula, J N, 2009, p.4

The creation stories for the Dhuwa people recount the activities obtt@&l y Q1 | ¢ dz
sisters and their brother who, led by the Morning Star, came by canoe from Baralku

the mythical island of the spirits. The Yirritja creation stories are primarily based on

male creator beingsBanaitjaand Laintjungwho emerged out of the seand Barama

and Galparimunwho appeared inlan@Wells, A, 1971, pp-56). As the creator beings

walked along with theidigging sticks they created the formations of the land, the

rivers, watering holes, vegetation and all the creatures of the earth. The people and

their languagessocial order, ceremonial law and customs of everydayvitge set at

creation by thewangarr. The activities of ther€ator beingsand the knowledge they

bestowed relating to social lawsofn)and kinship gurru@) have been passed on to

future generations through sacred symbols and ceremonieg &yin) which are

recreated in their clan sped@ifpatterns ¥ A y $ addir€hacted in song and dance

cycles fhanikay and ceremonytunggub @ / KA f RNBY AYyKSNARG GKSA
the right to tell or paint that moiety's creation stories. Historically, on reaching

maturity, a male child would sb takeon the role ofguardian @junggayg of his

mother's land and in so doinghdertakesassociated ceremonial responsibilities. He

would also be permitted toeplicatehis mother'st Yy R Y 2 (i K S Ndha stories i K S NI
(Morphy, H, 19781991, pp.5774.).

These rules governed the way the people lived until outsiders came. In general

outsiders &iled to appreciate Yolngu belief systems based on the intimate

relationships that exist between all things within the cosmos. Nor did they

appreciate the Yolngu concept of the spiritual continuity of the present with the

Ancestral past and the future, rakliing in a cyclical rather than a linear

perception of time and eventChristie, M, 19980 ¢ KS SELINB&&aA2y & W¢
5NB I YAY 3 QONB ly RianoiiiBised to describe the concept of

creation as perceived by Australian Aboriginal people. However this establishes

an incorrect perception as it implies a Western quantitative, linear way of

thinking whereas the Yolngu view of their woitdcyclical in nature and
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evaluated by qualitative attributes and relationshipEhe anthropologist W.E.H.

{GFYyySNI ONBIGSR Fy LW SELINBaarzy Ay KAA

The Dreaming in time: it was, and éserywhelStanner, W E H, 1979, p)24
According to Yolngu philopby, what happened in the past what was ceated

and given to them by thercestralQreator beingst exists in the present and
continues into the future. It is manifest in their land, their stories, law, ceremony,

song,miy’ & @rid ®bjects. When Yolngu look at something they see more than

0KS 2dzigl NR | LIISF NI yOSs (KSasbeesbdveni KS WAY

by the Ancestors that which has always existad then and nowand into the

future.

To ensure the contimation of the cycles of life and the total functioning of the cosmos
each clan group would periodically visit the sites where their Spirit Ancestors had
travelled in order to reenact their actions in ceremony. For the Yolngu these
ceremonies and the lanthey were performed on were an essential part of their
existenceWhen Yolngu are denied access to their land, their language, their sacred
artefacts and ceremony they are cut &fbm this association with th@&ncestral past.
The Europeans failed to appmiate this deep connection with countrgnd in failing to
appreciate the concept of belonging to country and caring for country they could not
appreciate the consequences of separation fromcouritty. y ! 0 2 NA A Y |
his homeland, and thereforeifiDreaming sites, became nothing, a fmaTson,

withoutvA i I £ A 0@ 2 NJ K@shas, FBONI PIBK S ¥ dzii dzNB Q

The Role of Art in ngu Life

Art plays an integral role in Yolngu daily life. In 1978 Yolngu clan leader and artist
Wandjuk Marikaas chair of the Aboriginal Arts Board of the Australia Council for Arts,
summarised the role of art in Aboriginal social and ritual life i thextricable link to

the land:

The land forms the link between the past and the present, and every

feature is a reminder of our legendary ancestors who first lived here and
whose lives are perpetuated in song and dance, and symbolically
represented ini KS FAYy St & RSOFAfSR LI GGSNya

® For further explanation of the term Dreaming as applied to the Aboriginal concept of creation, refer
to: (Stanner, W E HL979, Stanner, 2009 & Williams, 1986, p34
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our art which binds together all these elements to form the basis of our
ceremonial and religious life. There is no real distinction for us between art
and life: art is the expression of our kef, it upholds the laws by which

we live and is an important element in the way in which we relate to the
physical world around us. It is an integral part of our lives, not separate as
it so often is in the life of Western man, but an important functiorour

ritual and of prime importance in our learning proce@darika in,

Edwards, R, 1978, p.7

Wandjukwent on to state that considering all the changes endured by the pressures of

the new ways, Aboriginal people are reaffirming their cultural identity with art playing
asignh OF yi NRfSY WC2NJ Iy 2dzidARSNI GKS fFy3c
alLl2 1Sy f{(Maykd dzEd&d3, R, 1978, p.8

alyeQieca

Fig.1.2 Yolngumiyalkwith faces painted in preparation fdrunggulat Garma 2003
(PhotographeiR N Lanceley)

The, 2f y3dz NBFSNJ G2 GKS WFAYSt e RGAMFADBRA LI
Qreated and passed on by thncestral beings they contain tloeeation storiesand

the associated knowledge relating to sacred and soaves.The ordered manner and
combinations of lines and colours carry deep meanings and result in patterns that are
specific to regionsand detail which is specific to clans. These geometric patterns are
traditionally laid out in sculptural form in sarahd carved into objects or painted onto
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faces torsos bark, hollow logslérrikitj) and other objectswith a restricted palette of
colours (black and white and natural ochres of red, yelfoiych of the variety of

visual media that was produced was tr&aTd; only lasting for the time of the

ceremony or the occasidior which it was producedgure 1.2p. 40.The Yolngu do

not have a specific word for art as we know it in the Western world. They use the term
Y A Y &oQléfiBeran artwork but the word has wider meaning. It is also used to refer to
the designs and patterns existing in both nature and in art and also the colours within

those designs and patterns. Morphy provides the following definition:

ThusY A y &d2 Heduged adjectivally to describe anything that appears
colourful...a A y &#&hialgoe used to refer to any regularly occurring
pattern or design, whether it is natural or cultural in origiorphy, H,
1989, p.303

Morphy goes on to explain thalhe natural and the cultural are related in that the
cultural designsre associagd with that particularmomentwhenthe Ancestrabeings
emerged and created the land. As a result of this inextricable association with the
creation of the landy’ A y &u@ré@dhnised as a form of title deed to larikthe designs
are seen to be imbued with the spiritual power of the Creator Ancestors so that in
reproducing the designs the artist is connecting with them and their power and
reaffirming connection to the landn traditional painting the Yolngu use a fine brush

T marwatt made from human hair. Using materials associated with the land keeps
the intimate connection between the artist, the painting, tlad and the Ancestral

Creator pirits. As Stubbs interprets:it

The Yolngu say if you are going to paint the land use the land. This is what
it means ... The hair brush is the wisdom. It flows from the same point as
the water that is within the braim within the mind of the Yolngu that
comes from the sacred source. The wellspring of clan identity is what
grows that hair and that makes that mark on the bark. These are deep
things that permeate every art making sensitivity of all Yoli®tubbs, W,
20119

a A y &efldctdhke cyclical nature of the cosmos and theesdstence of the past, the
present and the future in the here and now and so confirm the constant presence of
the wangarrwithin the painting. The Yolngu referto  LJ- NJi A O dzft I-bixQ 84dayNA f €

’ For more detailed analysis of A y &udliihe meanings encoded in Yolngu art, refe(Nmrphy, H,
19773 1977h 1989 2008 2011
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T emanating from the artwork which they recognise as evidence of the presence of

the wangarrwithin the painting, as éscribed by Morphy:

Thusdo A NI2 éhezsfiimmering effect of finely crobatched paintings
which project a brightness that is seea emanating from thevangarr
(Ancestral) beings themselvesthis brightness is one of the things that
endowsthe painting with Ancestral powe(Morphy, H, 1989

Much of Yolngu art is of secretsacred nature and inaccessible to other than those

with the requisite insight and status to access the knowledge. The patterns and designs
replicattR o0& GKS IINliAadada Ay o062Reé LI AYyGAy3I | YR
Sy 02 RSR WWaiphy Hy13#/I8) pik There are different levels of meaning:

W2 dzii & doR&nidg public knowledge that is @ssible to everyond Y R WA Y & A RS
secretsacred meanings containing restricted knowledge. This knowledge is gradually
revealed to an initiate as they gain in status with eagtation ceremony and

demonstrate that they possess the appropriate aptitudeaeceive the knowledge and

laws contained within the sacredA y @ Qi 2 A @

At the BukuLarrnggay Museum in 1990, the late Dr R. Marika gave the following
explanation ofY” A y &igréup of visitindpalanda

The Yolngu word” A Yy &efeis & /any sort of colour or painting, but in the
museum we have a special sortY6iA y* &dlléd@iangt which is sacred
painting, painting of sacred totemic designs, which date back from
thousands of years to the oldest times. The paintings atgusi pictures

of things, but keepers of Yolngu knowledge. Our ancestors gave us the
teachings and the designs together, and we still keep them. The symbolism
behind the designs can be seen by someone who knows, to be in all the
little details and shapeand colours of the work of art.

The deepest knowledge is abstract, we know it is there, but it cannot be
put into words. It cannot be put into words. It cannot be seen, but it is still
there, and it contains teachings given by the ancestors, and stillingron
down to the present contemporary Yolngu society.

When old people paint, it is as if they are meditating, it is not just a man
painting a design, but the design is a real meaningful and alive totem,
which somehow communicates with the painter. Wheeperson does a
painting, it actually increases their knowledge of Yolngu law. There is
communication going on.

If these paintings are sacred, how can they be doné&anda

(Europeans) to buy? Thrlandacan buy the painting, they can see the
image andunderstand what it is about on the surface, they will learn the
painting about Yolngu land, life, and beliefs. But they will not learn about
the deep meanings of the paintings they buybdfandawant to buy these
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paintings, they must understand that tii@re not just pictures, but they
contain the full story of Yolngu life and law. There are other things which
Yolngu make for their ceremonials, like certain sticks, feathered string, and
headbands, which are not to be soldkalanda (Marika, R 1990

5NJ al NA{l KIF& dzaSR GKS 62NR WFoadNIOGQ A
more to the patterns than what the viewer sees on the surfacthat imbedded

within the Y A y &@ the&deep meaninghat are only accessible to those whave

the knowledge to interpret the symbolismAHa G 2 NA Ol f f @8 G KS&S WAy a
geometric or abstract in appearance with few figurative elements. With increasing
exposure to outsiders the Yolngu began to adapt their art to make it more acaessibl

more figurationwas introducedo assist the viewer in understanding the story

contained within theY' A Yy @Oain@aiva Marawili, Yolngu artist and leader of the

Madarrpa clan, made the following statement regarding his artwork exhibited at the

Biennaleof Sydney in 2006:

L R2y Qi 6l yid G2 332 G2 SEKAOAGAZ2YA YR
at pretty picture§ anymore. | want people to Iopk at my paintings andv 3
NEO23AyAT S 2dzNJ (Marawdi, DL20@pa + ft L OFy R2®
The Yolngu continue to adapt their artwork to enlighten others about their laws and
their culture and to accommodate new purposes and new contextssts are now
reproducing sacred” A y &n@higieplublic art but the deeper meanings remain hidden
to outsiders® The relaxing of traditional restrictions regarding who can paint and what
they canreplicatewas not without controversyAs discussethroughout this thesis,
the introduction of printmaking precipitated further debate regarding its place in
Yolngu art production and whether it was acceptableYok y @oé réproduced by

mechanical means.

Encounterswith Outsiders

After more than a cetury of colonisation the lifestyle and culture of the Yolngu was
not as significantly affected by European contact as were Aboriginal groups in other

parts of Australia. This was primarily due to their relative isolatidrally resulting in

®The following references provide detailed analysis of the meaning, content and form of Yolngu art :
(GrogerWurm, H M, 1973Morphy, H, 1991, pp.709, for explanation of ‘inside' and 'outside" art
2008 2013, pp.27-35, Taylor, L, 1996
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only sporadt interaction. From the early 1900s, the situation was to change with the
arrival of pastoralists, missionaries, anthropologistsd mining engineers exploring

the region for mineral deposits. In the precolonial era the main contact with outsiders
had bee with sailors and fishermen from Japan and from Macassar in Southern
Sulawesi, Indonesia. The Yolngu had long engaged in trade and commerce with the
Macassan who had sailed on the seasonal trade winds to their shores, possibly from as
early as the 1% century.® They had established more trade and a more amicable
relationship with the Macassans than with the Japanese who primarily came for
trepang (sea cucumber) and peafbe Yolngu traded trepang, turtle shell and pearls
with the Macassans exchangdor alcohol, tobacco, rice, metal implements and

other commodities. This longstablished important source of tragdeecorded in

Yolngu song cycles and art, was allowed to continue after colonisation with the South
Australian Government levying taxEem 1884 (Langton, M, 2011 The trade came to
anabrupt halt in 1906 when the South Australian Government closed the borders to

the Macassan in order to protect and encourage the local inddStry.

The earlier visitors, in particular the Macassans, did not come to force their culture on
the Yolngu or to dempt any form of settlement or colonisation of the areghey came
seasonally for purposes of harvest and trade. Despite some altercations there appears

to have been mutual respect for culture and a sharing of knowledge and objects.

With the trading of gods and intensive cultural contact with the
Macassans came change, innovation, disruption and eventual adaptation of
regional Aboriginal culture and cosmolo@lyangton, M, 2011, p.55

The Yolngu adopted various aspects of Macassan culture into their daily lives:
vocabdary (including the wordbalandato describe a foreigner or outsidefpodstuffs
(rice, sugar, tamaringmaterials and implements such as cloth, tobacco, pipes and

knives.

®Whenthe Macassas might first havevisited these shoress uncertainbut a possible date for regular

visits from the mi¢1700s has been suggested from the diaries of Matthew Flsedro encountered a
Macassan prawhile surveying the Malay Straits 1803 The Captairfobassoo, informed him that he
WKFR YIRS aAE 2N 4aS0Sy @g2&el 3S&a FNRY al Ol a&al NJ G2
KS gta 2yS 27F [{RiSders, MNIB14, p2302 OF YSX

%Refer to Macknight and Langton for accounts of the known history of the Macassan trade with
Australian Abogines and the reasons for its cessat{bangton, M, 2011Macknight, C C, 1976
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Fig.1.3 Mawalan MarikaMacassarCycle
Crayon on papeimage71x6lcm
(Image CourtesBukuLarrnggay Mulka & Berndt Collection, Berndt Museum, UWA. WU716

Fig.1.4 LakLak Ganambafvjacassan boa
Soft ground Etching5x50cm. Ed.302008
(Image courtesyBukulLarrnggay Mulka. 73A)

¥vmeiglh SRS IR |/

Fig.1.5 Wuluwirr Mununggurr, natural ochre on bark with blue pigment
90x97cm, ¢1930s.
(Reproduced courtesyiuseum Victoria, MelbourneDF00031. Photograpér D Salvestro)
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The interactions and the relationships established between the Yolngu and the
Macassans have been commemorated in Yolngu mythajagyunggul,in manikay

and in their art

With so many ways to remember this history embeddettaalitions,

names, rock art, songs and sacred art, it should not be surprising that new

glrea 2F O2YYSY2NraGAy3a (GKS Wal OlFaaly GA
and material innovations of this time are created with each generation. If

0KS Wal OF ymbdlisés tliepastSan adienturous and exciting age,

it also represents the new and transformative, and a vision of the potential

for friendship to enliven human affaird.angton, M, 2011, p.§9

Figurative imagery representing anchors, swords, knives, bottles, flalgs psaldles

and prau, are evident in much Yolngu art from the early bark paintings and drawings
created in the 1940s for anthropologists, and more recently in contemporary prints
produced by artists workingtahe Yirrkala Print Spac€&igures 1.3, 1.4 &.5, p45).

The artists referred to the stories that were passed down by their forefathers, recalling

the visits of the Macassan to Yolngu shores.

Theestablishmentof Missions

The earliest recorded European exploration of the Northeast Arnhem Land reg®n

by the Dutch in the early 1600s. They left their mark in place names including the
naming of Arnhem Land after a Dutch East India Company sailing vessel that explored
the region in 1623and in Groote Eylandt, named by Abel Tasman in 1644. T$ieoe
known record of any meaningful contact at that time between the Dutch and the
Yolngu. British exploration of the coastline began with Matthew Flinders in 1803, at
which time he recorded in his diaries interactions with the Yolngu and the Macassans
(Flinders, M, 1814, p.230in 1827 Captain Phillip Parker King charted the coastline for
the British. There followed irregular incursion to assess the land for pastoral and
mining potential with some itinerant whites engaging in marginal industries such as

pearling, trepang harvéimg and buffalo huntingDewar, M, 1992, p-B).

Compared to the earlier visitors, the arrival of the Europeans was to severely impact
on the lives of the Yolngu. By the end of the nineteenth century the-lmaiigenous
population of Arnhem Land was increasing and resulted in open conflict with the locals

over competition for land. There is anecdotal evidence of massacres that occurred in
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regions & Arnhem Land around the turn of the centufjrudgen, R, 2000During this
time the Anglican Church Missionary Society initiated Christian evangelidairwo
Arnhem Land by establishing the Roper River Mission in (3&8ar, M, 1992, p®

The missionaries had little knowledge of Aboriginal culamd although Yolngu

society appeared to be both peaceful and fulfillisgme of the missionariesere

intent on religious and social conversion. They worked to break down the social and
cultural practices of the Aborigines and indoctrinate British sa@hles and attitudes.
By 1912 the Federal Government had allocated regions to the Methodist Overseas
Mission and the first mission was established on Goulburn Island in 1916. James
Watson established a mission on Milingimbi Island in 1923, and that ys&asaW a
failed attempt on Elcho Island. The Reverend T T Webb was sent to the mission on
Milingimbi in 1926. The Methodists came with a different approach to the Anglicans,
showing a greater appreciation for the need to understand the country and itslpeop
andwith the aspiration osedangthe settlements become seffupporting

communities. Despite their efforts many of the missionary groups failed to grasp the
intricacies of Yolngu society and their kinship and belief sys{Pawar, M, 1992,
pp.9-10).

Prior to the arrival of Europeans in their land, the Indigenous people of Northeast
Arnhem Land lived on country in various sized clan grintpsacting with other clans

in accordance with timénonoured laws for the purpose of trade and marriage, and in
dealing with conflict. With the establishment of the missions the Aborigines were
encouraged to move into the mission settlements. Many graatpsted to do so to

access food, medicine and other services. Along with spiritual conversion some of the
missionaries attempted to change social systems such as marriage practices. The
combined effects of these attempted changasd the added complicatioof different

Of 'y aANRdAzZLIA Y2@Ay3 Ayid2 YA adsliedina f 201 1SR
breakdown in social order and the intensification of intdsin conflicDewar, M,

1992, p.1516).

Missions and settlements tended to bring together mulan and often
multi-language group communities. Such communities were, if maintained
beyond the time appropriate to some special and skertn purpose, alien

to the Aboriginal way and created significant stresses among the groups
forming them.(Isaacs, J, 1977
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With a growing dependence on the gi®and services provided by thalanda,the

Aborigines were often reluctant to move away from the missions. In the 1970s,

increasing selfletermination was to see a reversal of this movement in some areas, as

evidenced with the Homelands movement in Arnhvéand. The move was instigated
by leaders who feared loss of country and social ofMorphy, F and Marika, W,
2005, p.).

The Changing Role of Art

The presence of Europeans in Northeast Arnhem Land became more constant from the

1920s.This wasassociated withan increasing impact on the lifestyle of the local

people. Art had always played an important role in Yolngu society as a primary means

of transmitting knowledge from one generation to the next and from early on the

Yolngu showed a willingness to paint thstories to enlighten the outside worldt.

was to become an important means of communicating their history, stories and beliefs

to the balanda.The Yolngu adopted introduced techniques to produce more art in
various forms and fodifferent purposespolitical, didactic as a means of reaffirming
their connection to countryand ultimately for commercial gain. This opening up of
their art was done in a considered mannemelation towhat cauld be used and in
what context,with the Yolngu maintainingontrol of the way it was used both

internally and externally

Morphy hasproposed(Morphy, H, 1991, pp.2, 3Qthat in providing a new audience
and new media, colonization allowed for an opening out of the art of the Y alnitu
change in their society reflected in their art. While contimgiio be central to ritual

and didactic practices, the production of works of art took on an additional economic
purpose and began to be produced as a commaodity for sale to the outside world.

Morphy suggested these changes reflected the attempts being rhgdbe Yolngu to

AYGSANIGS 6A0K LRadoO2t 2y ALt 1 dzaIONIEAlIY

contexts while continuing to perform the vital role of communicat{dMorphy, H,

1991, p.8® S5dzZNAYy3I (GKS mcdoona GKS SIENIASad 27

Yirrkala artists were portable bark painting®illiams, N M, 1976, p.272In 1947%,

1948 this inn@ation was followed by drawinggoducedby the Yolngu artists for the
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anthropologist Ronald Berndt, using the introduced medium of crayon on paper. Then,
FNRY GKS MpTnas LINAYOGYlF1TAY3 g+ & 3INI Rdzlh f €
accompanied bgontroversyover whether an art form that entails meahical

reproduction could be used to replicate sacrédh y & Qi 2 A

Reaction to Change

y mdpom GKS D2FSNYYSyid RSOfINBR ! NYKSY [
GKS dza8S IyR o60SySTAG 2F GKS | 02NAEMedia f Yy I |
re;2 NIla o2dzi S@Syda Ay@2ft gay3a O2yFtA0ia o
East Arnhem Land and the traditional lifestyle of the local Aboriginal people to the

attention of the rest of Australia and ultimately led to the recognition of Aboriginal

sacial and land rights. The first incident, in 1932, involved the killing of five Japanese
fishermen by Yolngu in the Caledon Bay area. The following year, police expeditions

were organised in response to reports of two white itinerants killed on Woodahdsla

in Blue Mud Bay. During one of the patrols a police officer, Constable McColl, decided

to hold some of the women hostage as a ploy to entrap the suspect men. He was killed

by a spear thrown by Dhakiyarr in defence of his wife, who was one of the hestage

Hearing that the Government was considering another punitive expedition, the
FYGKNRLRE23IAad 52y FfR ¢K2Yaz2y W2FFSNBR K,
LIS OSTFdzf NB &2t dzil A(ZhgmsanFD R) 1083, pORroyhptéd byCittieseldl K S NJ
events Theodor Webb, superintendent of the Methodist mission at Milingimbi and
chairman of the North Australia District, suggested the need for a mission in the

Caledon Bay areg@®ewar, M, 1992, pp.388). Howeverthat plan never eventuated as

a suitable site could not be found.

! National Archives of Australia, Series 431; 1951/19914683: Aboriginal ReservesArnhem Land

SymSGroote Eylandt Mission, Proclamation, 14 April 1931, p. 173.

2 This episode and its consequenaeghen and sinca are recounted in the documentafyhakiyarr

versus the Kindt concludes with the ceremony atéhiSupreme Court in Darwin in 2003 when 200 of

5KFE1 A&l NNR& RS a0 Safrity) yoiha CouiNibtiiereseRof golitigiads, members of

the judicial system and descendants of the McColl family, with the intention of restoring the injusttices

the past. The action was muliurpose: to have their law and culture recognised by a white court

through the performance of a public funeral ceremony; to thank the High Court for freeing their
FyOoSada2NIr G2 & GKSA Nireakfhe Spear 2heEpaar thdt feWBetiveen gy NB & ( 3
FlLYAET @ | yR K @$NVuFal Wirkesinda inMiirrayg Dané Cofling, A, 2D03
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Yirrkala Mission and Art Production

In 1935, in consultation with the senior landowner MawaMarika, a mission was
established on Rirratjingu clan land at Yirrkala by the Reverend Wilbur Chaseling.
Thomson visited Yirrkala on a fact finding expedition anacmmpanyback to their
homeland, the recently released Yolngu men who had been incatextin Darwin for
the killing of the Japanese fishermen. Thomson spent time in the region during the
1930s and early 1940s, doing field work and making efforts to understand Yolngu
culture (Thomson, D F, 1936949 1983. The Yolngu explained their cosmology to
him throughpaintings, dance and song. Thomson became one of the first
anthropologists to attempt to categorize Yolngu art from the decorative-saxred
through to the secret sacre@Morphy, H, 1991, pp.18201). The ethnographic image
and sound material collated by Thomson during these expeditionseidrime first

significant collection of material culture from Yirrk&la

As the European lifestyle increasingly impacted on their way of life, and fearing the
loss of their land and cultural identity, the Yolngu looked to their art as a means of
ensuring heir survival. Thomson and the early missionaries, Chaseling and Webb,
encouraged the Yolngu to produce paintings as a source of pride and to enlighten
outsiders about Yolngu cultu€haseling, W, 195Thomson, D F, 194Wells, E,

1982. They also saw the production of art as a means of creating a local economy,
initially through sales to museumd/hen anthropologists Catherine and Ronald

Berndt, and Charles Mountford visited the region in the late 1940s, the Yolngu senior
men proceeded to paint their stories on barks and made drawings on paper for the

anthropologists to take away with them.

New MediacW y2 1 KSNJ gl & 2F GStfAy3

European contact resulted in changediath the medium and the audience for Yolngu
art. In the 1930s, the artists began making art and objects for anthropologists,

museums and other collectors of ethnograpigcessiblenediumswerethe carved

*Now held at Museum Victoria, the Donald Thomson Collection is considered one of the most
comprehensive collections of Aboriginal cultural heritage material in the warld,in 2008 was
inscribed onto thdJNESO Australian Memory of the World registé¥useum Victoria, 2015
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artefacts and the mall bark paintingsvhich historicallywere made for teaching
purposes, and for display on the ceremonial ground in clgs&iN Néx¥dmonied®. In
the traditional manner, they usethe fine hairbrushfarwat) to paint ochres mixed
with plant-derived fixativé® to create nonsacred images osmall portable sheets of
bark.The audence expanded around the time of the Second World War when the
missionaries encouraged the production of these carvings and small pairitingale
to servicemen and other visitorsicluding thosecollecingfor the western art market.
In an interview with Howard Morphy in 1975, the Rev Wilbur Chaseling, who had

established the Yirrkala Mission in 1935, explained his involvement:

| started them painting craft within a week or so of arriving. | established
the principle that | would give them nothing fre®thing except medicine.

If they were to get things they had to work. | sent things only to museums
and charged them the pricephid plus freight | sent tons of stuff down. |
realised that we had to start some kind of industry and craft seemed the
obvious one, even if | had to burn some of the things produced at first | had
to do it. (Morphy, H, 2005p

One of the earliest records of Yirrkala artists using an introduced material in the
production of art is provided by Chaseling in his b¥okengorChaseling, W, 1957
/| KFaStAy3a NBflFIdSa-of 382 RA 42 TILBS ARV EI N2 Vi

only to rematerialise in some bark paintings:

A weltknown anthropologist stayed with us at Yirrkala and obtained a big
selection of Aboriginal arts and crafts and bark paintings. He paid the
Yulengomvell, and they gave full play to their ingenuity, manufacturing

such things as bows and arrows whittgidentally, are not used by
aborigines. | saw several paintings in the collection in the usual red, yellow,
white, and black, together with an additional vivid blue. Not having seen
blue before, | could not account for it till later in the day my wifiarced

to remark that several of her bldeags had disappeare{Chaséng, W,

1957, p.93

Although he anthropologist is not identified it is plausible that it was Donald Thomson
taking into consideratiothe time-frame, and the fact that one such bark produced in
the 1930s displaying this vivid blus part of the Thoreon collection in the archives of

Museum Vitoria. The subject matter of the barkftributed to Wuluwirr Mununggurr,

1 NgérraCare closed, sacred ceremonies specific to each moiety. Focusing on clan identity, restricted
objects are revealed to the adult male initiates during the cesamas(Morphy, H, 1991, p.81
*The traditiondorchid sap wasgventually substituted by the introduced medium ofAy§lue.
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is a Macassan prau depicted in white with generous use of a blue pigmehe

hatching and outlinegFigure 1.5p45). As Chaseling haibserved, this was a colour
not previously seen in Yolngu paintjradthough theuse of bluedating from the 1880s
has been recordedh Western Arnhem Land rock art and on Aboriginal artefacts from

northern NSW region®¥

Paper and Crayon

In 1946 the arttropologistRonald Berndt, on a visit from Sydney University,
introduced Yirrkala artists to the medium of paper and crayon. Berndt had initially
suggested barko that theYolngucouldpainti K S A Ndivéd risuddNaind body
RSaAdaya G2 | yStigrRIENI0OSTp.5pFRevdrviith the risk of a
shortage of bark as the dry season approached and concerned that the fragile barks
would not survive the journey back to DarwBerndtcontacted his father in Adelaide
with a request fopaper and coloured crayons to be sent to Yirrkala. Although the
Yolngu artists had never used crayons worked on paper prior to thihey

proceeded to draw confidently onto the paper with what whs them, a totally new

F NN} & 2F O2f2dz2NBRP® . SNYRUQa AyiSyiliAizy KIR
produced by the Yolngu artists Qb his surprisehe was presented with a completely

different set of drawings:

| decided to have all of them replicat&d lumber crayons on brown paper.
However, instead of obtaining duplicate copies ... | found that | was
building up an entirely new series. While they were similar in style, they
were visually different, less circumscribed and much more innovative in
treatment. (Berndt, R M, 1983, p.34

The Yolngu produced a total of 365 drawings for Berndt. They ditcepbtatethe

02Re& RSaAdya Ay GKS O0dzad2YI NBE 20KNB 02f 2
oranges, greens and turquoise, the splendouwbifch has not diffused with the

LJ- & a A y 3(Stanin, d A 20880p.524

10 Ryan describes Reckitts blue as appearing in rock art dated in the 1880s at Nourlangie Rock in
Western Arnhem Land, and used by prisoners at Fannie Bay Goal Darwin {{R$888J, 2004, p.R9
Nink also refers to Nourlangie Rock and to its presence on a shield produced im &Mineteenth
century(Nink, K 2006, p.8
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Fig.1.6 Wandjuk MarikaGumatj emblemic design '
Crayon on paper, 115x74cm. Fig.1.7 Mawulan MarikaPort Bradshaw

(Image Courtesy Buluarrnggay Mulka anBerndt Crayon on paper, 187x75cm.
Museum, UWA. WU6921) (Image Courtesy Buluarrnggay Mulka and

Berndt Museum, UWA. WU7153)

This new medium, the new coloutse new situation and new audiencespired the
artiststo replicatetheir clanY A y &gl dePidtstories about their everyday lives and
events (Figures 1.6, 1.7). The Berndt Collection of Yirrkala Drawings, considered to be
one of the most important dtections of Australian art, has been conserved in the
Berndt Museum of Anthropology at the University of Western Australia. In 2006 the
UNESCO National Committee of Australia added the collection tielémeory of the

World Registerdescribing them asaesthetically significant, resonating with religious
YSIYyAy3a: YR WRSY2Yy&a(GNI GAy3 GKS O2YLI SEA
(UNESCO National Committee of Australia, 20062013, eighty one of the drawings
went on public display in a dedicated exhibition at the Art Gallery of NIS& toured

to Queensland Art Gallery and Clear Darwin University Art Gallegirt Gallery of

New South Wales, 20)13ccording to Stanton the Yirrkalxawings, were considered
byRom t R . SNYyRG (G2 0SS 0KS wesSgSta 2F KAA

accumulation of cultural knowledg&tanton, J P, 2008, p.523n a paper presented to

(@
NS

the Aboriginal Art and Craft Market conference held in Darwin in 1982, Berndt stated
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that he considered the innovation seen in Aboriginal art at that time as the most
exciting thing happening in the Australian contemporary arngcélowever he
expressed concern that the increasing influence of introducedIndigenous

materials on the design and workmanship of Aboriginal art would see it lose its
AYKSNBYG ' 02NAAAYLFE ljdzZhfAdGeyY W2KAES AydaSH
Aborigines themselves, there is no reason why artists who themselves now produce
for both channels should not impose their own internal standards on items destined
F2N Iy SE ((8Bekyfit)RM, M83NIp.886).The reaction of the Yaju

artists when introduced to printmaking would have reassured Berndt that such
concerns werein this instancebeing addressed. As described in Chapter 6, following
the establishment of the Print Space at the Yirrkala Art Centre in 1995, the Artists
Comnittee imposed conditions on what could or could not be printed and ruled that
the senior clan leaders must be consulted regarding appropriateness of what is
produced through printmaking. The Berndt drawings saw the first instance of Yolngu
replicating saad Y A y @nQuily@iRg other than traditional colours and allowing these
non-conventional reproductions to be publicly displayed. This opening up of their art
involving a new medium and new colour palette was to be witnessed again with the

introduction ofprintmaking technologies.

The 1948 AmericaAustralian Scientific Expedition to Arnhem Land, (AASEAL), was
another early anthropological field trifor which Yolngu artistsvere requested to

produce artwork specificallyp documentandassist in eglaining their culture and
beliefs(Mountford, C P, 1956, Vol)1The AASEAL expedition team visited Yirrkala
shortly after the Berndts, to carry out anthropological, botanical and other scientific
studies.This collaborative project involving the American National Geographic Society,
the Smithsonian Institute Washington, and the Australian Commonwealth Government
Department of Information, was led by photographer and ethnographer Charles
Mountford who made he following observation regarding the creativity displayed by

the artists in the artwork collected.

I did not meet an aboriginal who could not, or did not want to paint. There
is certainly no special artist class. In watching these men and others at
work, | was impressed by their sureness. They seemed to have a fully
conceived picture in their mind beferthey started to paint; it was seldom
that an artist altered a design or corrected a brush str@euntford, C P,
1956, p.15.
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{AYAT I NI 20aSNDIGA2ya 2F GKS WadaNBiySaaQ ol
their approach to creating artworkave been made recent times by printmakers
whenwitnessingthe decisive manner in whiainanyYolngu artists approach their

artwork. When interviewed for this research, many of therrYolngu printmakers

working wth Yolngu artists for the first time commentettiat it appearsas if they had

a preconceived idea of exactly what they were going to péimg only withincreased
awarenesghat those withpreviouslylittle knowledgeof Yolngu cultureame to

appreciatethat this was so becauséolngu art practice historically involves the

replication of familiar clan stories and designs.

A majority of the series of barks commissioned by Mountford during the AASEAL
expedition were distributed in 1956 betwedhe Smithsmian Institute Washington

and! dza G NI € Al Q& { G (S hedednistSridzyifts, whigfoRnedthef f S NR S 2
O2NB 2F (GKS f I (4GS NXralectiofisRuie® Snpraatmdentedtiy’ ( S Y LI2 |
then, the works of Aboriginal and Torres Strait Islandeststivere not well

represented in the collections of major Australian galle(izmes, J, 2009, .3t was

more commonplace at that time to see such works exhibited as ethnographic pieces in

a museum rather than displayed as art witta gallery context’ From this point on,

associated withmuch debate, there was to be a gradual change in the perception of
contemporary Aboriginal ar With the added developments of Aboriginal artists

taking on and working with modern media and West&ohniques and introducing

new subject matter into their art, contemporary Aboriginal art progessom being

studied by anthropologists as ethnographic art to becoming accepted as contemporary

art.

Y The Art Gallery of NSW deputy director, Tony Tuckson was instrumental in suppoetimgyithat

LA 2y SENB R K&/ RMEERyRyoal AraNi WaATH KA Y G K S (Jéhesydi2b@di 2 F
p.3). Tuckson went on to increase the Art Galleries collection through expeditions to the Top End
supported bythe art patron Dr Stuart Scougall. He cut@ustralian Aboriginal Arthe first exhibition
dedicated to Aboriginal art, which toured Australian 8t@&alleries in 19609 m® ¢ dz01 a2y Qa
commitmentresulted inthe creation of the first permanent gallery dedicated to Aboriginal art in an
Australian art museum.

'8 For literature relating to the critical discourse exploring the place of Aboriginal arhteroporary

Australian art theory and practice refer (dicLean, I, 201,12013 2014 Morphy, H, 1997Morphy , H,

2001 Morphy, H, 200552009

55



A Widening Audience

Following the disruption of the $end World War th& continued to be docus on the
production of bark paintings and woodcarvings witle thnissionaries now encouraging
the artists to also produce artwork specifically for the Western art market. This was
reinforced by art curators, colléars, and dealers who began to visit the region from
the 1950s.The Reverend Gordon Symons who came to Yirrkala in 1954 continued to
support the sale of art as a means of the Yolngu expressing pride in their cultural
heritage and as a source of income. Tasponsibility of buying and selling the art was
given to the lay missionary Douglas Tuffin, whose tenure at Yirrkala lasted from 1950
to 1963. From 1955 he acted as the art advisor and played a role in getting women
involved in paintindWilliams, N M, 1976, pp.27475). Tony Tuckson, Deputy Director
of the Art Gallery of New South Wales (AGNSW), visited in 1959 with philanthropist
and collector Dr Stuart Scougall. Téeries of barks they commissioned from the
Yolngu senior men contributed tbe foundation of the Australian Aboriginal art
collection at the AGNSW. Scougall continued to visit, bringing other collectors with
him. The Reerend Edgar Wellsvho arrived at the Yirrkala mission in 19@2ovided a

record of visits that took place in Judely 1962:

Dr Stuart Scougall, specialist in Aboriginal art, Mr John Molvig, artist, and
Mr Rudy Komon, gallery proprietor, arrive withef of help at all levels

for Aboriginal artists and encourage the Aborigines to produce works of art
for sale. Mr Jim Davidson, collector of Oceanic and Pacific art visits Yirrkala
and organises regular purchases of all forms of Aborigina{\@ills, E,

1982, p.132

Jim Davidson, a private collector and gallery owner from Melbourne, became an

important buyer during the 180s. He was popular with the Yolngu who looked

forward to his visits and worked hard to fulfil his commissions. Davidson established

the Aboriginal and Pacific Gallery in Melbourne through which he sold to glients
includngthe National Gallery of Vict@iRyan, J, 2004, p.3% { O2 dzA |l f f Q& | &:
Dorothy Bennettbranched out on her own and went on to become an important

purchaser of the art of the region as well as promoting and selling Indigenous

Australian art nationally and internationally. There was also growing interest from
European collectors and museuni$e European artidarel Kupkayho visited

several times between 1956 and 19@4nas&d collections of barks to take back to
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museums in Basel and Paas well as collecting for Australian museufahs Largy

Healy, J, 201, Kupka, K M D, 1965

Politically motivated Art Production

The Reverend Wells was only at Yirrkala for a relatively short period of timeg(1962
1963) but from his earlier experience at the Milingimbi mission (k9960), he was
aware of how important it was for the Yolngu to maintain their traditional association
with the land of their forefathers. Furthermore, he appreciated the role their art
playedinthisL & ¢+ a | LI NByd G2 KAWWthitKkl & W3iKS
identification with the great myths and legends of the people, threatened the
awareness of future generations with a loss of the total cosmogony of the Aboriginal
LIS 2 LEWefisQE, 1982, p.22Wells realisedhat any disruption to their social and

religious structure would have a devastating effect on the Yolngu:

The preservation of the Aboriginal heritage must not only be seen as
embracing the geographical site, ... but also it must always be borne in
mind that there is an intrinsic pattern to Aboriginal thought, a basic world
view... epic poetry, historic figurethe place of man in the ecosystem of
the Aboriginal universe, all these have their place within the culture of the
Aborigines. Thus a threat to the known places of Aboriginal spirit
behaviour, the land symbols, marine and sky symbols, fauna and flora,
posited a total calamity to the social structure of the Aborigines because it
was all held together by a pattern of mind based on religious and spiritual
forms. (Wells, E, 1982, p.]0

The clan leaders realised that in order for others to understand and respect their
culture and longstanding attachment to the land they would have to allow the
outsiders access to their creatiorosies and laws. They saw their artwork as the most
effective way of doing thiandsoart production took on a greater role in addressing
political, social and fiscal issuas well as catering to the growing outside interest in

their art and craft.

The HEcho Island Memorial

A significant movement which highlighted the adjustments the Yolngu were prepared
to make to their laws and art in order to ensure the survival of their culture and land

was seen on Elcho Island in 1957 wthik tonstruction of what beame known as the
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Elcho Island Memorial. This involved the controversial public display of a grouping of
usually restrictedangga®® emblems of the Elcho people. There was a further break

with tradition in that female members of the community had assidtegimen in

painting some of the woodepoles and sacred emblenmisigure 1.8p59). The chief

LINRGF 32y AA4G3 . dzNNHzYF NN = NBFSNNBR (2 GKS
affirm Yolngu sovereignty by showing the outside world that the Yolngu weited

under Yolngu lawThe Berndts heard news of this while on a visit to Yirrkala in

CSOoNHzl NB mMoppy FYR YIRS INN}y3aSYSyda G2 0.
themselves. Ronald Berndt described this as a political act and an attempt to integrate
theW{ NI RA (i A 2alorid @ith the Guisileavbrid.Heeferred to the incident as

Wl y | Radza i Y $Benndt, R 1A 967, . Jalih@re were those, led by

Burumarra, who saw the public exposing of thesnggaas change in traditional

practice where the old was being incorporated into the new, both spiritually and
materially(Berndt, R M, 1962, p.40Morphy provides the following interpretation of

the motives of those instigating the movement and their intent in exposing their

ranggathrough the Memorial:

The movement had kb internal and external objectives. One aim was to

modify the form of society by bringing all of the clans together, and to

create unity by displaying all of the sacred objects together in public. It was

argued by some that the separation of the clans)toed on and

symbolized by the sacred objects that they held, made it difficult to create

I dzy AGSR FNRyYy(d F2NJ ySA20A1GAy3I gAGK 9d:
a4 YdzOK RANBOGSR (26 NRA&A 9dzNRLISIyYy ! dzai
The intention wago set up an exchange relation with Europeans: by

showing Europeans their most sacred and valuable possessions they hoped

to get in return better education, employment, control over access to their

fFryRa YR Y2NB Ay Tt dzSyOS iahwashotK & A NI 2 6y
OAR T2NJ Fdzi2zy2Ye | yR (Morphy, WhB8y 2 RSt f Ay 3
pp.240241)

Morphy contends that rather than an exchange of goods or rights it was an exchange
of perception of valuesV2 KI i GKS& gSNBE RSYIFIYRAY3I Ay NI

certain European values was the recognition of theigaif Yolngu culture by white
I dza ( NIMbrphly, Y1983, p.192They had shown their sacred symbols so that

19 Ranggar sacred ceremonial objects, used in secret ceremonies and traditionally not revealed to the
opposite sex.

58



the outsiders would appreciate that they had a system of land teramnd law and had

expected this would be respected.

R e *‘-...‘ A A Lt A A ..;%4““?;;
Fig.1.8 Elcho Island Memorial, 1958
(Photographer R Berndt)

Lendon provides a complementary evaluation of the Elcho Mem(raddon, N,

2014b. He concurs with the assessment that the Memorial was created as a result of a
reaction by the peopled a particular series of events, both internal and external,

impacting on their society and threatening their culture, but considers it from a

different perspective. Lendon focuses on the significance of the innovative form of the
elements of the Memoriaand the nontraditional materials used in its construction.

Berndt appears to have viewed it as an assembly of sacred objects with a purely
symbolic function, created in reaction to the social transformation taking place on

Elcho at that time. Lendonse&sii | & Y2NB>X RSAONAROGAY3I Al | :
composed of modern materialamilled timber and enamel paintthat were available

G2 GKS IINIAadGa 4 G KMeihorialstarids as ah étradrdizarg S a (0 &

instance of the capacity sémote Indigenous artists to respond creatively to the
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I RSy i 2 T (LevidoR 8,201 A4b{iE1YI endorproposesthat its political
motivation was complex, both as a Christianising motive on the part of the three main
protagonists and as an attempt to create a new politiedationship between the

Yolngu clans. In constructing the Memorial the Yolngu adopted and adapted
introduced materials to recreate their traditional elements in a form that was both
new and contemporary and in so doing generated a hitherto unknowntiarf@m.

This creative initiative taken by the Yolngu prompted a further break from traditional
practice- a breaching of law in allowing women to be involved in the creation of
certain sacred objects and allowing them access to knowledge and ceremonial
performances that historically were not accessible to them. The creation of the
Memorial, coupled with the attitude of the missionaries toward traditional practices,
proved divisive. Several of the clans decided to move their ceremonies from the island

to the mainland and some of the women chose to leave the Island for a period of time.

Leaders from Yirrkala who had close relationships with the Elcho commuarty

invited to participate in the movement. Although initially reluctant to dq &mur of the
Yirkala senior men Mawalan Marika and three Gumatj men including Munggurrawuy
Yunupingu attended the public ceremony. They were later reluctant to discuss the
experience with Berndt, telling him that they had deliberated for a week before
agreeing to sha theirrangga(Berndt, R M, 1962, pp.24, &8). That the/ did

contribute ranggato the Memorial is confirmed bthe fact thatBerndtmakes
referenceto Gumatj and Rirratjingu elements lis description of the memorial

(Berndt, R M, 1962, pp.52, @PR).

The Yirrkala Church Palseeand the Bark Petitions

The Yirrkala community was to experience other instamdéd¢he use of their art for
political purposes in the years that followed. In 1962, Wells encouraged those Yolngu
whose traditional lands were being threatened by the estdirhent of a mine in the
area, to use their art as a political to@Vells, E, 1982, p.31The Yolngu once again
looked totheir art to educate outsiders and to assert their claim to country. Wells met
with the community leaders to discuss how they might use bark paintings displaying
the designs manifesting their relationship to land as a means of asserting their

sovereigntyand to show Europeans that they too had a sacred law and a religious life
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(Morphy, H, 2011, p.2792With the imminent threat of some of their land being

excised for mining purposes, one of thenior men(-according to Well¢his was

probably Narritjin Maymur@Wells, E, 1982, p.33 suggested they paint somethirig

place in the church to show that they too had a spiritual belief system. After discussion

AG 61 & WLINRLIRASR GKFG F LIHySt FNRBY Sk OK
02 aK2g GKS RSaOSyd 27F 02y iSYLloNdsNe , 2 y:
authority of Yolngu power structures and to show that there was no inherent
AyO2YLIl GAOAT AGE 0Sh¢SSEundikeNy B089Ap:2¢In | Yy R | 21
another move to affirm their entittlement to country, the most senior of the clan

artists, including those who had painted for the Berndts and for Mountford, worked
togetherto createthe Yirrkala Church PandRigure 1.9).Wells described this as an

example of the use of Aboriginal art in the fight for survival of the art of the pesude

the totemic lands of their Acestral birth(Wells, E, 1982, p.59

Fig.1.9 Church Panels, 1962/63, in situ at Yirrkala Mission Church-1983.
(Imagecourtesy BuktLarrnggay Mulka)

The Acestral narratives were painted onto two hardboard panels, each 3.6 x 1.2

metres, in the traditional manner usingarwat and ochres. On one panel was
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representel the Yirritjia and the other the Dhuwaeation stories® The panels were
completed in 1963 and put on display in the Yirrkala Mission Church until 1974 when
they were removed by new Methodist Minister who is said to have considered them
WKSIFGOKSYQd ¢KS LI ySta ¢gSNB f SThieChuddll A RS S
subject to the ravages of the weather, until 1978 when they were rescued by the Buku
Larrnggay Mulka Art Centre. In 1988 the Church Panels were put on permanent public
display in a specially designed room in the museum at the Art Centre. F¥othgu

they represented title deeds establishing legal tenure to their traditiorsa elstates

(Gosbrd, B, 2013

TheChurch Panels were to be the inspiration for The Bark Petitieigsire 1.10p.63,
which were compiled and sent to Parliament House in Canberra in 1963 to express the
concern of the Yolngu at their land being excised, withmrisultation, to

accommodate a bauxite mirfé This unique document consists of two pieces of paper
featuring a petition written in both English and the local Gumatj languagkied to

pieces of bark. The borders of the bark are painted in sacred clagm$eshich

describe the threatened areas asdfirm the title to land of the various clansThe
presentation of the Petitions anticipated the first Land Rights case to be heard in an
Australian courtthe 1970 Gove Lands Right Cadéirrpum v NabalcdWells, E, 1982,
pp.79108, 121128 Williams, N M, 1986, pp.15I02). The presiding judge, Justice
Blackburn, acknowledged the Yolngu had laws but ruled that these did not relate to
title to country and, in declarinterra nullius,pronouncedthe case lost. Although
defeated this case set a precedent and led to the establishment of the Aboriginal Land
Rights (NT) Act 1978 The Bark Petitions are now on permanent display in Parliament
House Canberra in recognition of their significance infigjet for Aboriginal land

rights?3

2 Ann Wells provides a description of the panels and the relatedestanThis their Dreamin@/Nells, A,
1971).

L williams provides details of the establishment of the bauxite mining enterprise and theuYolng
struggle to assert their righ@illiams, N M, 1986

22 pporiginal Land Rights (NT) Act 1976. Purpose: to allow fotsyo&ifand to Aboriginal People and
allow them to protect their land. The inalienable Title was held by a Land Trust. The 1976 Act was
amended significantly in October 2006: to allow a Land Trust, with the consent of the traditional
owners, to lease a comumity to a government body for 99y(ATNS, 201)2

*The Yirrkala petitions are significant as a key part of the persistent fdaiconstitutional change
which achieved the amendment of the Australian Constituti®rb§S.127 in 1967, the statutory
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http://foundingdocs.gov.au/amendment-amid-17.html
http://foundingdocs.gov.au/amendment-amid-21.html

Fig.1.10 The Bark Petitions, 196Bach .46.9x21cm.
(<http://foundingdocs.gov.au/iteradid-104.htmb)

The Church Panels and The Bark Petitamesexamples of Yolngu adapting their art for

a specific purpose in reaction to change being imposed on their society. Morphy

described them asffective in facilitating crossultural communicationproposing that

We¢KS dzaS 2F NI Ay (GKA&A g1 & NBIjdzANBR | R2
they were the resulbf longi SNY 61 Yy R 02 y (i(Mofptish i, 3011, LINR OS a &
p.273.

Opening up their art to the outside world

The extent to which the locals would consider sharing knowledge in order to preserve
their culture was again in evidence in the late 1960s when anthropsilétglen
GrogerWurm visited Yirrkala. Awatdat the mining development and the increased
influx ofbalandaand western lifestyle would have compounding and drastically
modifying effects on the traditional lifestyle and culture of the locals, Grdgarm

had undertaken a project to collect and record details of traditional material culture of
the Aboriginal people of North Australia. At Yirrkala she met with Mawalan and other

leaders of the two moieties to explain her purposéiich wago collect as comigte a

adknowledgment of Aboriginal land rights by the Commonwealthdi6 and the overturning of the
obstacle of the concept dérra nulliusby the High Court in th®abo Casén 1992(National Archives of
Australia, 201}
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record as possible of their paintings so that they would not be lost to future

generations. In order to do this, apart from the access to secular works, she requested
GKFEG GKS& O2yaARSNI NBGSIFEAYy3d (2 KNI GKS
sacred religious paintings. After much deliberation the old men agre&#liak S& & S NS

g1 NB GKFEG GKSANI 2f R KSNAGF3IS GhogeK f

A

Qi

Wurm, H M, 1973, p)xThis was mother example of Yolngu relaxing their laws and

making adjustments to their traditional practices in order to ensure the survival of

their art and culture. However, the Yolngu imposed strict conditions on Groger

2 dZNVQa dzaS 27F (KS ik tRayNakl anky BiveiX perinigstos asly A y 3
0KSe8 O2YyaARSNBR KSNb ¢z2 U | bhlghdbB BAR Y FEBEE 68 ¥ B
Appreciating that the amount of detail provided by the artists was dictated by the

perceived integrity and motives of the person making the requésbgerWurm

recorded the mythology of sacred and secular bark paintings of both Yanitja

Dhuwa moieties. In the 1973 publication of her research Grygarm concluded:

Traditionally all sacred patterns of eastern Arnhem Land originated from

the Dreamtime and continued through countless generations to the

present. However, as the last ofahmen who grew up according to the old

Gt g¢ LI aa leglex a2 GKSe GFr1S 6A0GK GKS
heritage, and with it the art of bark painting in its traditional form. It is

hoped that this book will help to pave the way, not only for a deeper

appreciation of this Aboriginal art form but record the depth and

complexity of thought in Aboriginal traditional life and cultu@roger

Wurm, H M, 1973, p.132

Although the Yolngu had revealeestricted information to GrogewWurm for the
purpose of ensuring theurvival of their art and culturehe sensitive nature of the
secretsacred elements contained in many of the paintings described by Gkgem
caused such controversy when they wereealed that the publication was withdrawn

from distribution.

W, 20K ¢l&8aQ tSINyAyS3

In the following decades, anthropologists explored the changes manifest in other

aspects of Yolngu society. In the early 1990U8U PhD research candidaBmphie
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Creighton carried out an ethnographic study tife Ga ma** Movement aYolngu
LJdza K F2 NJ Wo 2 (0 whichsHadiakieQplaSeRatit@ Yiirkala $chool from the
1980s through to the early 199@8reighton, S, 2003

¢KS ,2fy3dz dzZi SR G KS { Stoldescrioiberécigrocall @ 3 Q 2 NJ
exchange of knowledge that takes place througbsscultural collaborative

AYGSNI OGAz2ya ol AaSR 2y YdzidzZ £ NBaAaLISOG F2NJ
recollecting hidirst dealingswith the Yolngu at Yirrkaldne missionaryChaselindgnad

YIRS GKS F2tt2¢6Ay3 02VYYSyrtHemBéforepresniiRg L K|
G2 (Ehasekng W, 1957This disclosure suggests that the Yolngue engaging

in inter-culturalrS OA LINR O f  exbhlangss af kriowledlde & iy their earliest

interactions with outsiders.

Creightonproposesthat the Yolngu, rather than reacting passively to changes being
wrought by the education authorities, actively instigated means of ensuring survival of
their culture through crossultural dialogue and exchange. Creighton likens this to the
crossculturalexchange in Yolngu art production described by Berndt and Morphy in
their studies(Berndt, R M, Berndt, C H and StamtJ E, 198Morphy, H, 1977b

1978. Described liroughout this thesisre examples oprint workshops and projects
inwhichWo 2 G K g &aQ 2-bltudalidialdguesandeschgasOoniicutad

to positive outcomes

In view of the fact that the majority of the teachers at the school were women,

Creighton also considered the effaftthe Gd maMovement on gender issues within
,2fy3dz a20ASied WeKS aoOKz22f LINRPOARSR g2Y.
atl ddza a (| y2g¢t Croh ®f2803, b FRraightbrRpdralléled Q

this to the increased autonomy being experienced by women as artists in an arena

which was histodally male dominatedThis thesi®xploresthe proposal that the

introduced medium of printmaking has offered the female artists at Yirrkala an

additional avenue for increasing their status and autonomy, as well as providing

another vehicle for the express of individual creativity.

*GdMhais a Gumatj (Yirritja) word, referring to a site where salt and freshwater mix to form brackish

g GSNX LG Aa dzaSR Wha I YSGFLK2N F2N) aLISOATFTAO NEf
WKl a4 0SSy SEGSYRSR | yR | LILX A S Reultiral exdhérge dnd hyldid | 6 2 dzi
Odzft GdzNF £ F2N¥a GKIG FNBE YI RBeightthdSa20@t S g KSNE (62 (
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The Changing role of Women in Art Production

The introduction of new materialnd techniquesand newsubject matter and

content, was to have an enduring impact on the Yolngu approach tcChdllenges

arose in relation tdhe issue of who could paint and what they could paintYolngu
culture painting was historically the prerogative of males with women usually painting
under the supervision of the male members of their family, or painting on utilitarian
objects and on fees for ceremony. With the increasing influence of outsiders this
gradually changed. When the missionaries at Yirrkala took control of commercial art
production, they supported women producing paintings in their own right. Teachers
coming to work at the nely established school also influenced wurseof art
production. Yirrkala became one of the first communities to address the growing

market for small barks and carvings created by women aititbischerson, G, 1998,
pp.1-6).

Mr. Ron Croxfordthe first headmaster of the Yirrkala Schémm 1958 to 1964was a
guest d honourat the 2013 Garma Festivalwas fortunate to have the opportunity to
interview Mr Croxford whospoke ofthe great respect he had for the Yolngnd his
resolveduring his timethere, to assist them in maintaining their cultu(€roxford, R,
2013. Croxfordhad introduced a program of Yolngu art and craft at the schodl

had approached some of the senior mémaskif they wouldbe interested incoming

to the school to teach the boys carving. They agreeaiediatelyand two of the

senior men, Mawalan and Mutitjpuy, began to teach carving and then bark painting.
Croxfordexplained that &this stage, the girls at the school were also painting but only
in the Western style with water paintsle hadnoted that althoughthey were god
artists,their works lacked the quality of those produced by the boys who were being
instructed by the senior men. Believing that the girls would also benefit from
knowledge of traditional art techniques, Croxford again approddie men to ask if
they wouldalso consideteachngthe girls to paintOn this occasion the reaction was
not sopositive The men went off teonsiderhis proposabnd nonths passed before
they approached Croxford and asked him to come and talk to ti@axford well

remembered ttat meetinglate in 1958in the shade of the Mission church:
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¢ KSe& I aNHemarvigs Youdunderstand what you have asked us

wawaK ¢ L O2dz RyUid aKz2g ddw)nianyinakfes, R T2 NH2 (
understandé¢ KS& alFARY a,Sa X ¢Sttt 2tR al gl f
dManymak That is very gooél They had taken six months to make the

decision to teach the girls. That was very important as | look back on it

now, as it was a complete break with cultu(€roxford, R, 2013

Croxford described the early work produced by the students as very childlike, but

Mawalan was a great teacher and the students were enthusiastic learners. Croxford

was eager to stress that he had no other direct ineatentt this was their project

and they ran it entirely. He was not aware of what was being taught other than noting

the improvement in the quality of the artwork. Two of the boys went on to win a

OKAf RNBYQa AYUSNYIFGA2Yy L IL&IAfyIayAQEa a0RdYR Sy
to become acclaimed artist€roxford, R, 200® / NPEFT2NRQ&a OSNEAZY
O2YyFANNSR o0& alglflyQa oA23INI LKB*KuE NBO2
Larrnggay Mulka, 20)3and in the details of a notice in an issuetloé community
newsletterYu@na Dhawu It announced that Mutitjpuy Mununggurr (1982993) was

the first bark painter to win the overall Best Painting prize at the 1990 Telstra Art

I 6F NRa® ¢KS NIUAOES LINRYARSR T dadlvéerertd RS 0 |

in teaching:

adziAG2llzz Qa FlFOKSNJ gl a 22y33dzz odzi |
and was brought up by another famous artist, Mawalan Marika. Later

Wonggu moved to Yirrkala and it was these two great men who taught

Mutitjpuy how to paint andcarve. In 1958, Mutitjpuy, together with

Mawalan, would teach the young boys bark painting and carving every

a2yRIFIe |4 GKS a0Kz22ft 40 ,ANNJFftlF® htRS
GFdaAKG @2dzyd IANI & adzOK | & DdzfsdzY o dzz a d:
and mats(Literature Production Centre, 1990

The Gulumbu referred to was Gulumbu Yunupingu who was to go on to become one of
the most important and prolific artists working out of the Yirrkala Art Centre until her
death in 2012. Gulumbu pduced works iark, larrikitj and print won major art

awards and was represented in national and international exhibitions. She was one of
eight Australian Aboriginal artists invited to provide artwork to be integrated in& th

structure of the Musée de Quay Branly which opened in Paris in®20aér

*® Gulumbu Yunupingu, (c1948012) won the 2008 Telstra Art Award with an installation of three
larrikitj , Garak,The UniverseAt the time of her death in May 2012 her work featured in a major
exhibition,<http://www.mca.com.au/collection/exhibition/579markingtime/ >, commemorating the
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contribution featured3 | Yy Q & dz Stars ahtthEdiniverse Figures 1.11 & 1.12),
motifs which Gulumbu used toepresent everyone living in the universpeople of
every tribeand every colourand toexpress her wish that people of the world could
learn to live inpeace and harmonwith understanding andinity between people and

cultures.

We all must work togethet and the stars show us that we are all the
same underneath. We can all look at these stars whichever sky we are
looking at.(Gulumbu Yunupingu in Print Space, 2D13

‘\ \' ‘
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Fig.1.11 Gulumbu Yunupingiy/anga Ngaraka Fig.1.12 Gulumbu Yunupingl) I Yy Q & d:

ga Garak Reduction Linocut, 50x43cm. Ed.100, 2011
Screenprint, 65x46cm. Ed.8M06 (Image courtesBukuLarrnggay Mulka. 49R)

(Image courtesyBukuLarrnggay Mulka. 49K)

In her screenprirff (Figure 1.11¢ntitled Wanga, Ngaraka Garailomeland and the

Universe) Gulumbu has depictedeople in a shelter asleep or sitting around their

fires, watching the stars abové&he uses the colour red to symboltke struggles her

people endured to retain their homeland®he red colour in the background is of

those whose blood has spilled onttws land. This they caBulangwanga The stars

602@S INBE | LISIFOSTdzZ LI I OS 6KSNBE y2 o0f22]
(Print Space, 2093Gulumbu used herwd], G2 LINRPY23GS Wo20K g1l @
educate othes about the relevance of country to her people and their unity with the

universe.

opening of thenew building at the Museum of Contemporary Art, Sydney. Amongst her other
achievements Gulumbu translated the Bible into her Gumatj language and set up a traditional healing
centre to share knowledge about Yolngu healing practices

*® Refer toAddendum:Print Techniquesfor description of the various printing techniques referred to in
this dissertation
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Fathers passing on knowledge to daughters

From 1964 to 1966, Keith Thiele assumed the role of art production coordinatb

buyer for the Yirrkala mission store. He selected works that he knew would be in

demand, which up till that time had been the barks created by the older men. In

response to an increasing market for works by women, Thiele actively encouraged
women topaint and when production was exceeding demand, he actively sought out

new buyergWilliams, N M, 1976, p.275At times he found it necessaty restrict

production by compiling a list of favoured artists who produced the better quality
AGSYaod WeKS fAad AyOfdzZRSR Gg2 62YSys 2yS
Mawalan, encouraged by Tuffin, taught his daughters to paint around 1955, thus

makingd KSY G(GKS FTANRG 62YSy G2 LINT MWilliaasSN | NI
M, 1976, footnote 4, p.276a | g £ I Yy Q& RI dzZZKGSNRX 5Kdzgl NNE
later to be amongsthe first Yirrkala women to become involved in printmaking at

Yirrkala.

With the establishmentin the late 1960f the mining township of Nhulunbuy just
twenty kilometres away, the Yolngu living at Yirrkala were witnessingéigative

affect of alcohol, predominantlgn the male members of their families. Fearing a
breakdown of their social structurepany ofthe senior men began to teach the female
members of their families to paint to ensure that knowledge of their culture would be
passed on to future generation&ulumbu Yunuping(19452012) watchedher father
Munggurrawuy Yunupingu paint and learnt thelanstories from himMawalanhad
already startedo teachhis daughters, Baynggal (c1940) and Dhuwarrwarr (b1946),
how to paint their clan stories while his youngest daughter, Banduk (b1954), would
help mix his ochredVhen interviewed at her home afirrkala, Dhuwarrwarr Marika

recollected being taught by her father Mawalan:

| learnt to paint here at home with my father Mawalan and brother,
Wandjuk. When | was a child | used to watch my dad and brother doing all
the art. They used to tell me a storpéthat | had to paint what was told

to me- only Rirratjingu painting. My father used to do the art only on bark
painting, but my father and brother they started on paper waqithe

crayon thing they did it on paper. They did those in this Church hete, bu
before that they did crayon paintings. That's what my father-dsérndt

ones. They taught me, my brother and my father taught me, back before in
the 50s and 60s. They used to paint the images and the cross hatching
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they used to tell me what it mearns belongs to the Rirratjingu painting. |

watched till | was about twelve and then started to do my own when | got

2f RSN d (KFEGQa 6KSNBE L 06SOIFYS |y I
own. My father and brother taught me to carry on that artwork for our

children and for our grandchildren to pass onto. My art is important to me

- for my life, my spiritual belief and for my childrgiMarika, D, 201)}L

Narritjin Maymuru was another senior artist who broke with tradition and started to
teach the women in his family to paint. Like Mawalze had created drawings for

Berndt in 1947and in 1963vasan instigator for the Church Panels and involved in the
production of the Bark Petitions. He continued to show initiative in using art to address
the changes being wrought by the presence of wWigte man. Narritjin was one of the
first artists to try and market his own art. In the early 1970s, before the establishment
2T GKS YA&aarzy NI FyR ON}XFOG adt2NBxzI KS
from where his family sold paintings and ftrdn 1976, when issues at the Mission

shop caused trading to be temporarily suspended, he took his artwork out to the
airport to take advantage of the visiting tourist tra{dorphy, H, 1991, pp.1Q3, 30

36). Narritjin looked to other introduced art forms to inforitne outside world about

his culture. During the 1970s he worked with the film maker lan Dunlop in creating a
series of seminal documentaries about Yolngu painting and cereifmlop, I, 1974
1974). His status and creativity was recognised even more widely when, in 1978, he
became the first remote Indigenous artistfered an H C Coombs Creative Arts
Fellowship at the Australian National University. It was here at the Canberra School of
Art, that Narritjin became one of the first Yirrkala artists to cautiously explore the

medium of printmaking.

Narritjin taughthisdaughterGaluma Maymuru (b1951), (Figure 1,537 and his

N

I

K|

0 NR GKSNJ bl y &Nanynapu (bROEEHRG SNII KSNE bl NNAG2AY

me to paint. | would sit with him and watch him do his work. | started do work at about

13 years. | helped him d6 A &  @MaydurdWhite, N, 2012 D | £ dzY I Q& RS & ONJ

of her personal experience reflects that recounted by the other women:

This is what | really learnt from my father. First when | was still in school at
Yirrkala heaused to let me sit next to hinme and my brothersaind he used

G2 aK2g dza Ittt (GKS LIAYydGAy3Ia FTNRBRY 2|
Ad 2dzNJ LI AyGAy3a yR LQY GStftAy3d @2dz
GKSY LQY LI aadSR | ¢rrimkSpace, @1Il vy dzasS (G KS
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Fig.1.13 Galuma Maymuru with her father Narritjin Maymuru, 1972
(Photographer Dunlop)

Thesewomen have all become renowned artists in their own right and have all been
actively involved in advancing the use of printmaking at Yirrkalkey fiave in turn

passed on their knowledge and artistic skills to their own daughters and sons, many of
whom have also become established artists. The influence these pioneering women
have had on print production at Yirrkala, their print output and that of those to whom
they have passed the knowledgegigploredin the following chapters of this

dissertation.

From Yirrkala Mission to Yirrkala Community

In 1972 Yirrkala ceased to be a missaothe Yirrkala Dhanbul Community

Association, comprised of representatives of the thirteen main clan groups in the area,
was incorporated under the Northern Territory Asgation Incorporation Act’ By the
early 1970s, with mining activity impinging on their sacred clan lands and with the
Government of the day having adopted a policy of-deliermination, many families

chose to move back to their clan land in order totect it by showing that the land

27 |n 2008 Yirrkala became part of the East Arnhem Smickthe Council took over local government
Fourteen (14) Shire Couneilembers represent six wardwjth three electedmembers from Yirrkala
representing theGumurrMiwatj Ward The Shire headquarters are in Nhulunbwgh asewice delivery
centre in YirrkalaThe Shire consults community members through the Local Board of 12 locally elected
community members, the Yirrkala Mala Leaders Associatitrkala also has representation on the
Northern Land Council which deals with matters relating to the Aboriginal Land Rights (NT) Act 1976
(East Arnhem Shire Council, 2912
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was occupied® There were those who also wanted to distance their families from the
impact of the mine and the developing township of Nhulunbliyose living in the

homelands lived a relatively isolated existence from Wessociety and were able to

practice many aspects of their traditional cultural lifestyle. In their view this

reconnecting with country was also a way ofegtablishing their contact with the

power of their Spirit Ancestors. The Aboriginal Homelands nmare in Northeast

I NYKSY [FYR FYR /SYGNIt ! dzZAGNIfAF WNBLINE:
AYAOGALF GABSa aAyOS (Isa&cS, J, IW N Blemonktratingthed S G S°
determination ofthe Aboriginal people to assert their right to exist and maintain their

own culture on their own landThe homelands were socially functional with the

LIS2LX S WEAGAY3T 2y 2NI YSIENI GKSANI 26y O2dzy
wellbeing, both sp NA& ( dzI £ (MongHy, FA2810,/)8 f Q

Art production became an important source of income for many living in the
homelands, providing an alternative to social security as it did for many who remained
living at Yirrkal. The proximity to their sacred sites and the power of the Ancestors
was recognised as a stimulus for the production of their traditional art and craft, the
sale of which ensured their economic surviflahacs, J, 1977, p.9he significance of

art and craft production was acknowledged by Howard Morphy in a report written for
the Australia Council in 1975, which stat&#t present the outstations offer no paid
employment opportunities other than craft pduction. As the people wish to develop
industries over which they have as much control as possible, craft is clearly the best
Ay Rdza G NB  ((MorpbySHA 29Y5, pgBATtie KePort concluded that as the

market for craft objects being sold for the tourist market was more vibrant that that

for the higher quality traditional painting sought by collectors, there was the risk that
the locals would resort tproducing more of the souvenir art. Morphy proposed that it
gla 2F WYWFdzyRFYSyYydlFf AYLRNIIYOSQ GKIFG GKS
Board, support the Yirrkala mission by endorsing the production of high quality art to

ensure a sustainablemarket. He further recommended support for the training of the

8 The homelands surrounding Yirrkala are serviced by the Laynhapuy Homelands Aboriginal Corporation
(LHAC). The number of homelands varies as some of the smaller ones are only inhabited in the dry
season. The larger permanently inhabited ones, of whichetlage over thirty, range in populations

from 20 to over 100 people. The population of Yirrkaofluctuates seasonally rising in the wet

season from around 900 to over one thousand whengile come in from the homeland&ast Arnhem

Shire Council, 201Morphy, F, 201p
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local people in marketing to enable them to ultimately control all aspects of their
industry. The Australia Council went on to develop the concept of art centres to
facilitate this function. Vendjuk Marika, who was a founding member of the Australia
Council and a member of the Aboriginal Arts Board from 1973 (Chairman from 1975 to
1979), was a staunch supporter of this initiative. He appreciated how beneficial such
an enterprise would benot only to his people buto all Aboriginal peoples living in

their remote communitiegMarika, W, 1995, p.1)%Art centrescameto play vital roles

in art production, the economyand social life of many reote communities

Conclusion

This chapter established thatlfowing colonisation, the Yolngu of Arnhem Landde
adjustments to their art practice to accommodate the changing circumstaoicieir
lifestyle.They chose to share their culture and art withtsiders in order to educate,
to affirm their connection to country and to sustain their identity and cultuketists
displayed innovatiotin the manner in which theadoptedand adaptedntroduced
materials and techniques to create artwork for cultuiditjactic, political and

economic purposes

The following chapter describes the realisation of the Government concept of remote
area art centres in the 1970s and then focuses on the establishment of the art centre
at the remote Arnhem Land community of rkala. The Art Centre established at
Yirrkala in 197800k on the duties of the mission store and, has evolved to become
one of the most successful in fulfilling the intended objectives of an art centre as set
out by the Australia CounciConsideringrintmakingreliant on specialised materials
and equipmen this art form would not have been a viable option for the artists at
Yirrkala without the existence of the Art Centre and ultimately the support of the
Australia CouncilThe followingchapter explorethe manner in which the Yirrkala
community supported and was actively involved in the establishment of a community
art centreandthe positive influence th&'irrkalaArt Centre has had on art production
and the community as a whal@he proactive role @yed by local womem the
acceptance and sugtaability of the Print Bace at the Yirrkala Art Centigalso

explored

73



2.YirrkalaArt Centre

Consideringhe relevance of the art centre program to remote communities, this
chapter begins with arécis ofthe implementation of this initiativéy the Australia
Councilthroughoutthe 1970s.This is followed by a review of thevolution of the
Missionrun art and craft shogt Yirrkala into an Aboriginawned and run Art Centre
that has expanded the range sérvices and facilities it offers and is today

acknowledged worldwide for the production of innovatiwentemporary fineart.

Thischapter proposeshat the Art Centre at Yirrkala has fulfilled the original objectives
of a community art centre and supportisis assertionby exploring the impaat has

had on the community and the artists of the regidhdemonstrates the manner in
which thepeople of Yirrkala were proactively involved in the inception of their local
Art Centreandworked collaboratively vt non-Indigenous management in the
production and promotion of quality art to ensure the sustainability of the Art Centre,
their art and their culture. Further initiative was shown by the artists and the Art
Centre management in supporting the introduceedium of printmaking as an

alternate source of income and a conduit for individual creativity.

The diversification of the output of the Yirrkala Art Centre following the introduction of
printmaking is described, with consideration given to the influenicartistic
collaborations with norindigenous artistand printmakersand the role played by the
local women The contribution of nondigenous managemernb the ongoing success

of the Art Centras assessed considering the often intimated appraisal dnatentres
would fail to thrive if not for the presence of and expertise provided by-imaligenous

administrators.

The Australia Council

LY mdTtwm |/ & B defré Public servan? aridagtivist for the rights of

Indigenous Australians, lobbied Prime Minister Holt to create a public funding body for

®MCabdza3aSGé¢ /22Y6as 01y26fSRAISR & 2yS 2F | dza G N>
economist and prominent public servant. After his time as inaugural Chairman of the Reserve Bank of
Australia, he retired fsm public service in 1968 and concentrated on his interest in the arts and his
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the arts. The Australian Council for the Arts was created with Coombs appointed its
first Chair At the same timein recognition of the role that traditional art and craft
could play in the promotion of Aboriginal culture and in the economic development of
Aboriginal communities, the Federal Government, through the Department of
Aboriginal Affairs, set up a neprofit company The objective of the Aboriginal Arts &
Crafts Pty Ltd was to assist with the production, distribution and marketing of
Aboriginal art of a high standaroh orderto preservetraditional skills and culture
(Isaacs, J, 1977, p.Beterson in Loveday, P and Cooke, P, 1983, gbp0

Under the Whitlam Governmenin 1972 the Australia Council for the Arts became

The Australia Council. Coombs continued on for a year as its Chair, overseeing the

/| 2dzy OAt Qa SELIl yarazy (G2 AyOftdzRS RSRAOFGSR
various art formgMcGuigan, C, 20)2

The Aboriginal Arts Board

The Aboriginal Arts Board (AAB3s set up in 1973 in recognition of the need for
economic support to assist in the revival and survival of artistic traditions of the
Aboriginal people of Australidt.replaced the Aboriginal Arts Advisory Council which
had operated since 197@nd took over the responsibility for the preservation and

development of Aboriginal art.

The Governmenappointed members of the AAB were all Indigenoughe first time

in a bureaucratic setting that Aboriginal people had power ovading and decision
making.Dick Roughsey, the founding Chairman of the Board (1978),declared¥ Wh T
prime concern to the Board is the urgent task of making it possible for traditional
Aboriginal communities to use their artist skills as a means of surviving culturdlly an
SO2y 2 YRAghtey, ®AI76, p)pThe first meeting of the Board was held in
Canberra in May 1978t a National Seminar on Aboriginal Arts. The resolutions
formulatedat this seminar formed the basis of the Aboriginal Arts Board policies and
programs. Underpinning the programs that emerged from the AAB was the concept of
Governmentsubsidised community art centres supporting remote artists within a

communal setting ratér than providing individual grants to artistBheobjectivewas

passionate activism for the rights of Aboriginal Australi@rshis retirement from theArts Council he
became an advisor on Aboriginal affairs to the Whitlam Government
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for the AAB tgrovide resources for the production, promotion and marketing of art
by supportingthe purchase of equipment and facilitatireccess to training workshops
to encourage the pretice of contemporary, notraditional art skill§{Roughsey, D,

1976, p.40. This aim was realised at Yirrkala with the establishment of a dedicated

Print Space in 1995.

Remoe Community Art Centres

In developing their model for an art centre, the Government considered the manner in
which a particular system of resourcing outstations was being implemeatted
Maningrida in central Arnhem LarfiicGuigan, C, 20)2n the early 1970s Peter

Cooke and Dan Gillespie operated the Nhnida Outstation Resource Centf@,
visitingthe outstations to deliver food supplies and child endowment and pension
cheques. While there thewould purchase art and craft for the Maningrida craft shop
where the artwork was documented, orders from retailers down south were filled, and
sales made to visiting art buyef@ooke, P, 2096Chris McGuigatt,an advisor to the
AAB, visited Maningrida to observe how they functioned and report back to the AAB.
The Board recagsed that employing personnel with the requisite expertise to
organise production and to manage the marketing of the artworks was a good model
for ensuring the selgufficiency of remote artists. The ngkboriginal administrative

staff of the AAB travellto remote communities to explain the purpose of the AAB
and discuss how an art centre could assist the artists and their community in
preserving their art and culture. McGuigan had observed that when bureaucrats
visited communities the locals were oftealuctant to meet with them, but

indicative of the relevance of art in their sociatyat the mention of art and culture

the local people were always interested and keen to.talk

¥ |n 1976three non-Indigenous menDan Gillespie, Peter Cooke and David Basdisted by a number

of local merarranged the supplies for the outstationGillespie and Cooke had lived in the region for
some years and were strong advocates for land rightsptitstations movement and Aboiiigal self
determination(Altman, J, 2008 Gillespie, had been a teacher at Maningrida from the early 1970s, and
during that time took over the management of the art and craft product®y the late 1970s, under

t Si{ SNJ /evardsti8Qtbie adt and craft shop had evolved into the Maningrida Art centre, which
employed local artists, Charles Godjuwa, Johnny BulunBulun, George Garrawan and later Peter
Bandjurldjurl to work with the art cordinator (Cooke, P, 2016

s McGuigan had a public service background having worked for the Dept of AlabAdiairs where he
managed the fundtg for arts and culture program from 1972.
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McGuigan spent the following ten years establishing art centres in remote

communities across central and northern Australia. The Aboriginal Art Board acted as a
resource agency providing support and funding and often managing the budgets of the
art centres. The art centre model proved effective in creating a base through which
remote artists could work. This has been the case at the Yirrkala Art Centre, with many
of thoseYolngu living in the homelands around Yirrkala relying on it for managing the
sale of their artworkThe introduction of printmaking, with its relianaen specalised
equipment and materialsnadeaccess to the facilities and wkshops provided by the

Art Centre particularly relevant.

The Australia Coun@kovidedfundingfor remote communityart advsors and foffield
officers tovisit thehomeland areas to source artwork. In order to encourage the
production of quality items, a policy was institutdtht the AAB onlpurchasethe

finer artworks Initially sales were poor with the Australian audiences expressing an
indifferent attitude to Aboriginal art. This resulted in the Aboriginal Arts and Crafts Pty
Ltd. accumulating an extensive collection, much of which was later donated to major
museums ad galleries, including the National Gallery of Australia and the Australian
Museum in SydnefMcGuigan, C, 201®orphy, H, 197%h Throughout the 1970s, the
AAB set out to raise the profile of Austeal Aboriginal art through a program of

national ard international art exhibitiongBerrell, N, 2009

From Mission Store to Yirrkala Art and Craft Centre

Rirratjingu clan elder and artist Wandjuk Marika was recognised as a great spokesman
for his people and for Aboriigal culture in generai” The whole time he was on the
AAB, from its inception till his death in TB8Vandjuk petitioned for support for the

artists at Yirrkala. During the period that the Methodist Mission was at Yirrkala, it

32Wandjuk Marika was at the forefront in the fight for copyright protection of Aboriginal art which he initiated at a
meeting of the Australia Council for the Arts in 197@lldwing an exhibition of his artwork, Wandjuk was made
aware of the unauthorised reproductions of his clan designs ofide®ls and other merchandisereated for the

tourist market(Johnson, V, 1996Wften those of us who havsold pictures, or are the owners of particular stories,
are saddened when we see that some unauthorized person has made an imitation paintiegi¢t our private
property,the legends of our people. This happened to me, when | discovered one of nmgsspresented in a

design on a tedowel. | was so hurt by this insult that | could not paint for four years. | felt that part of my spirit had
been drained from me, and | kept wondering what my father would have felt had he seen the way in which our
stories had been stolen from Marika, W, 1976,p.66
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managed the local storevhichwas alsadhe main purchaser of art and craft. The

Yolngu were concerned that those working at the store and the visiting collectors who
lacked understanding of the inherent meanings of the artworks, would fail to treat the
works in a respectful manneBut, as theywererelianton the Mission for sales, the

Yolngu were reluctant to complain. According to McGuigan, the store manager paid

the artists on size with little consideration given to the quality of the barks and

carvings produced. The artwork wast £ {1 SLJi WAY | LIAES Ay I (
store until organised to be sold, usually at Church sales or from a Mission stall at the

Adelaide show G NBIF G SR Fa (2 dz2NR &G QMAGHGan, BI20)K S NJ

While on an anthropological field trip to Yirrkala in 19A8wardMorphywas made

g1 N 2F 2 yR2dzl Qa O2yOSNYyad az2NlXKeé 02yl
Aboriginal Arts Boardvith a proposal that the Board underwrite the purchase of art to

be sold at an exhibition in Canberra. Witlethssistance of Aboriginal Arts a@dafts

Pty Ltd, Morphy curated an exhibition at the Australian National University in

Canberra. The exhibition wagyeeat success, with all works spéhabling a

substantial réurn to the artists at Yirrkal@orphy, H, 2009b p.11)3

In 1975, at the suggestiarf Bob Edwards, Morphy wrote a submission to the Senate
Standing Committee on Education, Science and the Arts, based on the experience of
his anthropological research field work at Yirrkdlaerecommendationsviorphy
maderegarding the assistance the AA8uld provide in the production and marketing

of art, although specific to the Yirrkala situatioras@ppicableto other remote
communities. He identified the particular issues affecting the marketing of local art
through the Mission store and made suggiens as to how the AAB could assist in

ensuring appropriate financial reward, so that quality art continued to be produced.

Yirrkala art can be divided for marketing purposes into two categories,
a2dz0SYANI I NI 6KAOK Aa | arthSigeSyf,i Ayy2 gdl
which is basically traditional in character. It is vital, for the future of all art
and craft production at Yirrkala, that the fine artists get the optimum
return for their labour. If they do not, then there will be no incentive for
peopk to continue producing traditional art of quality and no incentive for
young men to go through the arduous process of training to be artists.
Although as | have suggested, the two categories of art cater for different
markets, experience from other parts§ the world suggests that the
cessation of production of high quality traditional art will leacato
deteriorationin the quality of souvenir art. It is of fundamental importance

78



that the Aboriginal Arts Board and the missionaperate together and
with the people of Yirrkala to ensure that this process does not occur in
Arnhem Land(Morphy, H, 1975, p.123)

a2 NlJKe Qa a ddistihjuistied Byieek theRvariety of artwork being

produced and the range of markets they were addressing, from high end fine art
produced by the more recognised artists for sale to galleries, museums and collectors
0 KNRB dz3 K (i AMo¥pliy2HiZNKEHérecbnindeidled the intervention of the

AAB to ensurelte continued productiorof quality items

McGuigan went to Yirrkala with Wandjuk to meet wilie main administrative bog

for the community the Yirrkala Dhanbul Coundiliscussion took place about what
could be done to assist the artists andhprove theprocessingf the works McGuigan
recommended the art centre model, explaining that although the AAB did not provide
funds for working capital, it provided advice and fundingddministrative costsThe
Council approved a proposal to allocate funds for working capital and requested that
McGuigan assist in drafting an application to the AAB for a grant to establish an art
centre.When the notion of an art centre was first introduced to the members of the
Yirrkala community they embraced the proposal and became actively involved in its
development As he was about to leave Yirrkala, McGuigan was approached by Roy
Marika® Rirratjingu clan spokesman and a member of the Dhanbul Council, who told
him that what he was doing was a good thing and would McGuigan consider taking on

the art centre management job.

McGuigan persuaded the Australia Council that there was much bugméssdone in
the North and that if relocated to Yirrkala, he could continue his work there while
overseeing the establishment of the Yirrkala Art Centre. A grant was organised and
McGuigan returned to Yirrkala at the end of 1975. He arrived to findithias$

enthusiasm to get the art centre established, the Dhanbul Council had decided to use

% Dadaynga (Roy) Marika (193P93) was the youngest surviving brothef@&walan, ahighly

regarded leder of the Rirratjingu clarDadayngajave testimony to the select committee inquiring into

the grievances of the Yirrkala people when they learned that the Commonwealth government was in
negotiation with a mining company wanting to mine their land. He was a signatory tattdetition

which asked the federal government to consult with the Yolngu people over their traditional lands
before it leased them to mining companies. Later Dadaynga took a key role in negotiating with Nabalco
over the mining of bauxite on Yolngu land. He fodhaestrong relationship with Nugget Coombs of the
Council for Aboriginal Affairs. He was awarded an OBRRE7f for services to his peop(Rational

Museum of Australia, 2008
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the old clinic site and had already arranged for basic maintenance and painting of the
building to be carried out by the localBhis action, coinciding with the thidrawal of

the Methodist Overseas Mission and the Land Rights and Homeland Movemweasts,
recognised as an act of selétermination by the Yirrkala communigyirrkala Art,

2012).
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Fig.2.1 BukuLarrnggay Mulka (Yirrkalatéend Crafts) c1980.
(Photographer $ox)

IN19760 KS , 2 y3dz I NI AlainggaysAit QF difyA 3IKSER 2¥ .Rdzlade &
centre (Figure 2.). Thisnow Yolngwun facility came under the auspices of the remote
area art centre program supported by the Aboriginal Atard of the Australia
Council(BukuLarrnggay Mulka, 20}t that time there were no maintained roads to
the remote homelands, only dirt tracks, so at least onceeakvMcGuigan and a staff
member flew out in small chartered aircraft to purchase the art and craft. A collection
was gradually built up and items were either passed on to commercial galleries or to
organised exhibitions. The market was small but there vedse a few collectors who
made sporadic visits to the community to buy the artwork. McGuigan described this as
a type of patronage system, where some gallery owners and private collectors from
down south would buy from a particular artist who consequegtyne to rely on them
for commissions andales.After havingworked for fifteen years with the first
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generation of artistsDorothy Bennetcontinued to visit as a field officer for the
Aboriginal arts advisory committee. Between 1973 and 1986 she cadlectd sold
artwork for Aboriginal Arts and Crafts Pty Ltd, and is recognised as one of the pioneers

of the commercial art and craft enterprise in the Top ENdwstead, A, 2014 p.159

The artists soon realised that relying on a couple of art dealers who might or might not
visit did not provide for a reliable source of income. The Art Centre became a more
attractive alternative and soon the senior meino were the main artists became

more involved. They would visit regularly to look at the works, deliberating as to what
wasappropriateand how the artworks should be displayed. They also discussed what
could be done tduild more of a markein the neaby mining town of Nhulunbugind
educateits balanda(non-Yolngy inhabitants In the earlydays of the Mission store a
decision had been made to not sell works through town outigthe expense of the
Yirrkala outletand toensure that the community maintainezbntrol over what was
produced and how it was pricgMorphy, H, 1975, pA0). In 1976 the clan leaders
agreed tohold an exhibition in the town to alert the locals to the quality of the art
being created and available through the Art Centre. They rented the meeting room at
the town hotelt The Walkabout and the walls were hung with an impressive

collection oflarge bark paintings. McGuigan described the occasion:

All the artists came and gave speeches in Yolngu matha. Not many locals
0 dzZNy SR dzLJ o dzi GKthey [thé Yoingulwere théteSsayig: A v
Gl S GKAA A& oK2 4SisbiBatemankiditle A & 2 dzNJ
g2NI Rpé X L ot (McBdigarj @z2a3S 'y S@S
This initiative which they hadakenin orderto retain and strengthen their cultural
identity andasserttheir autonomyprovedeffective in reviving inteest in the Art

Centre

Following his recall to Sydney at the endl&#76, McGuigan continued his involvement
GAOGK GKS _ANNJIFfF ' NI /SYyGNB (GKNRdJzZZIK NBOI
and the subsequent manager Stepheox®. In 1992, while Director of the Aboriginal

Arts Management AssociatipMcGuigan cebrdinated the groundbreaking exhibition

34 McGuiganater assisted in establishing a connection between commiesmiand Redback Graphix for
the printing of educational and political posters.

81



of Aboriginal printsNew Track®ld Landdiscussed further in Chaptdr pp.15-155).
The exhibition which featured works by Yirrkala artistsured nationallyand

internationally to great acclaim.

When asked to coment on theassertion that manarts advisors dictaiwhat kind
of art is produced, McGuigan acknowledgedngeaware of those whattemptedto
do sobut during his involvement he had observed that it was ultimately the artists
who controlled what they producedn his opiniorthe majority of nanagers were

focused on being facilitators and marketing the art works.

The Yirrkala Art and Craft Centre

The At and Craft Centre at Yirrkala, established @75, took over the role of the
Mission store in providing an outlet for the art and craft of Yolngu residing in Yirrkala
and in the surranding homelands where marphoseto live following the
establishmentn the late 1960s of the bauxite mine and the township of Nhulunbuy.
Yolngu carving, bark paintings, fibore mats and baskets were sold throughtthe A
Centre.However, ithas done more than promotand market local art and cratt it

has evolved into a mufinedia centre that is fulfilling the role of a cultural centre for
GKS | ANNJFfF O2YYdzyAled t SNOSA @tdlRocialé G KS
and economigole in the communityit is an important source of training and
employment; a meetig place and centre for other activities; an archiaed a

museum for the display of historically important works and artefacts, including the

Yirrkala Church Panels.

It is widely acknowledged that the success or otherwise of an art centre is to a great
extent dependent on the aspirations and commitment of the art centre management,
whether Indigenous or neindigenous, working with a committed group of local
artists.My research has revealed thtlite successnd sustainabilityf the Yirrkala Art
Centreisa result of thsanda combination obther factors includingthe fact thatthe
communityhasbeen activelynvolved since its inception arfths maintained a sense

of ownership and control of the Art Centréhe Art Centralsosupportslocal artists

and facilitateghe training of locals to fill administrative and operational roles. The

history of committed management working with innovative and-awtive artists has
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resulted in the diversification of output, from creation of traditional art and craf
working with introduced media and modern technology. In achiethege outcomes
the Yirrkala Art Centre has set a new standard for the successful functioning and

sustainability of a community art centre.

Art and Craft Centre Reviews

Various reviews &ive been carried out to determine the effectiveness of the different
models of art centres in operatioithe Aboriginal Arts and Crafts Industry: Report of
the Review Committé€2(Altman, J, 1989 argued that the strong and rapid growth of
the industry up to the miel980s provided economic and cultural reasons for ongoing
Government support. The recommendations this rewjgut forward for future
strategies were supported by other reviews. In 2000, Felicity Wright and Frances
Morphy carried out a survey for a project initiated by Desart Inc. In summarising the
outcomes of the research, the ACd®e Art and Craft Cent&tay) (Wright, F and
Morphy, F, 200§ refers to the success of the Aboriginal arts industry and the role

played by art centres, concluding that:

From the 1970s, these incorporated organisations hewxaved as the

most efficient and effective institutional arrangement for collecting and
marketing (via wholesale and retail) the art works of Aboriginal producers.
The crucial role played by art centres in mediating between Indigenous
artists and the mar#t is widely acknowledged and uncontested today.
(Wright, F and Morphy, F, 2000, Vol 2,)p.4

Since the publication of these reports there have been mixdadarues for the various

art centres surveyed. Some have failed to thrive while others, including that at Yirrkala,
have developed into major ogres of art production and play a pivotal rodathin the
community. The reasons for success or failure are fagtrial with quality of
management, the commitment from local artists and community organisations and
consistency of quality of their output being cited as the most relevant. Another
significant factor for art centres achieving financial independencebbas the

proximity to accessible and popular tourist destinatigaAtman, J, 1989

% Referred to aghe Altman Reviewion Altmarbeingthe Chair of theReviewCommittee
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The accessibility of the YirdaArt Centre is assured by the presence of a nearby
airport which, until recently, had been well serviced because of the bauxite mine and
its associated infrastructure. There have been negative repercussions associated with
0KS WY2(0Kol f felprgcBQingliant il 204. The deritehsé in the

LJ2 Lddzf F GA2y 2F bKdz dzyodz2z yR 2F WFfe Ay
reduction in the frequency of air services. The full impact of the closure of the plant,
and associated decrease in pdgtion at Nhulunbuy, is yet to be determined. The
Yirrkala Art Centre and the surrounding remote communities are a vital part of the
tourist trade of this regiorand arebeing increasingly promoted as destinatsdor

cultural and eceourism. It is antigated that any negative impact will be countered

by this increase in tourism, with an alternate source of regular clientele now being

provided by the increasing frequency and popularity of cruise boats visiting the region.

ANKAAA and Desart

In March 1987in another example of setletermination, sixteen of the Aboriginal

owned and controlled community art and craft centres from Northern Territory,
Western Australia and South Australia, collaborated to form a peak body with the aim
of fostering the Aborigial arts industry for the benefit of both the artists and their
organisations. Originally known as The Association of Northern Central Australian
Aboriginal Artists (ANCAAA), the prime objectives of the association included lobbying
for government supportiad protecting Indigenous copyright. In 1992 it underwent a
YyIEYS OKFy3aS (G2 !by!!l!ls NBLIFOAYI WnSy NI i
formed a separate Governmeffiinded, notfor-profit Aboriginal @rporation, Desart

(The Association of Central Australian AboriginabAd Craft Centrés At the time of

this research Desart represented forty art centres, and ANKAAAd@ht centres

located in the Tiwi Islands, Darwin, Katherine, Kimberley, andefn Land regions
(ANKAAA, 2005Such organisatits have been recognised as playing a significant part
in the success of art centres by acting as agents of change in response to community
needs. According to Morphy, their effectiveness can be credited to the respect they
show for community values and tlact that they work at the local level within the
community to create social cohesion, while at a national level they provide a link to

public and private sectors of the art mark@lorphy, H, 2009a p.133The 2012
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ANKAAA Value StatemenEigure 2.2) reflects this commitment to supporting artists

and community and sustaining culture and, avhile promotingvo-wayClearning.

ANKAAA Value Statement
What is True and Important to Us

Aboriginal culture is central to everything we do
and is respected within ANKAAA.

ANKAAA respects and listens to the Aboriginal artists
who are its members.

ANKAAA values walking side by side,
non Aboriginal and Aboriginal people
- no one in front, no one behind -
that way we are both learning from each other;
respecting and caring for each other.
This is two way learning.

Teaching happens right here on country between
families and generations and that is the right way
because it teaches respect for country and culture.

Art is old. It was passed on from our ancestors to
our grandfathers to our fathers to us... Art is
talking about the land, the sea, about our culture,
about our connection, about our kinship relationships -
songs, dance, names, places, country, sacred sites.
All these things are important to us.

Art is important for communities. It is a life-long
journey to respect our culture and stay strong and
for children and adults to learn two-ways.

Art Centres need to be strong to enable good business
and income for artists and families and build a future
for our children in their own communities.

ANKAAA needs to be strong on the inside (operationally)
so it can be strong on the outside (to effectively serve
members and work with the wider sector).

ANKAAA is a meeting place: working together and
sharing information between Aboriginal artists
and Art Centres and two-way information between
Aboriginal artists, government and industry.

It is important to balance culture and
money business in everything.

1 5 . o g =
= /“Members and Boa ectors, February 2012
tion-of Northern, Kimberley and Arnhem Aboriginal Artists

Fig.2.2 ANKAAA Value StatemefNKAAA, 2015

The Value Statement highlights the important role of art in keeping communities
strong by passing on knowledge from the ancestors and teaching respect for country.

ANKAAA perceives its role as a meeting place that facilitates interaction between the
artce/ INB&a> F2OSNYYSYyld YR AYyRd@IAN® of $IHINIFAIL.
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these interactions as well as to interactions between Aboriginal andAtmariginal
people(ANKAAA, 2005The current Chairman, renowned Yolngu bark painter and
MaAarrpa clan leader Djambawa Marawili, is a past Chairman anmdrd member of
the board of the Art Centre at Yirrkala.

The conclusions arrived at by the ACCS in relation to the proactive manner in which the
successful art centres continued to operate are supported by Djambawa in the

following statement:

The communy Art Centre network across Australia is an outstanding
example of contemporary Indigenous agen®wr inherited patterns and
RSaAdya INB 2dz2NJ ARSydGAde FyR Ffazy W
means of economic empowermer{Marawili, D, 2013
Djambawa acknowledges the vital role art centres play in facilitating skills
development for thecreation of business and job opportunities in communities and

articulates the shared belief that the expression of their art is fundamental to

maintaining and sustaining Aboriginal cultural identity.

Yirrkala Art Centreg An Example of Collaborative Agency

In generalsince their inception, Government supported local art centres have proved
effective in facilitating the production and marketing of art from remotely located
communities throughout the Northern Territorfhe positive outcomes that can result
from a successful crossiltural collaborative working experience between art co
ordinators and remote artists are demonstrated in the following overview of the

evolution of the Art Centre at Yirrkala from its inception until the time of this research.

MicK St h QC &8I8)wastempgloyeth aspart coordinator for the Yirrkala Art &
Craft Centre in 1978ollowing the departure of Chris McGuigan. eeme with a

background in Asian and museum studies and experience in organising arts festivals.
Wi A & there2adgommunity arts ecordinator gave every opportunity to combine
communication and commercially sound advice to Aboriginal artists keen to sell and
SEKAOAG f 2Ol Corrsh, IPy2R)3Aftdr ieaviggyYirrkaka i ©78,Q C S NNJ-
maintained a strong commitment to Yolngu art and Aboriginal art in general and

continued to provide support to the community whenever ¢euld He was replaced
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by Stephen Fox whioad studiedart andprintmaking at the South Australian School of

Art. Fox credits himterest in Aboriginal issugs aWf-@R ISy 3Ay 3 Q SEGSNY I f
Aboriginal Studies run by Max Hart at the Torrens Coltégedvanced Educatioin

1979, esponding to a Governmeiidvertisenent for remote Aboriginal community
art-co-ordinators Fox was interviewed bylcGuigarand subsequentlyaccepted the

offer of aposting toYirrkala(Fox, S, 201)c

: 1

Fig.2.3 Ralwurrandji Wanambi, SaenFox, Yilila Munungguritj at Kakad
following attendance at the opening of the Art at the Top Exhibitield in Darwin, 1982
(Image courtesy Box

Fox took pride in the fact that he only ever employed local people during his time at
the Yirrkala Art Centre. An employee whose contriboit-Fox described adssentiadlo
the running of the Art Centre was Ralwurrandji Wanambi (£269.3).Having
attended the local schod®alwurrandji was proficierih English and maths archd
donea typing cours€Hutcherson, G, 1998Sheworked for periods of time at both
GKS O2YYdzyAailé O2dzyOrAf 2FFAOS | yRbefoé GKS
commencing employment with Fox at the Art Centre in 1981.:
X F #helfirst five years she worked with me at the galleSge did all the
sales.On the buying trips she would handle all the money and paying. |

would tell her what the prices wershewould write it in a book and pay
everybody. She was someone | could really relyleox, S, 201)c
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Ralwurraji travelled with Fox and artist Yilila Munungguritj, to Darwin for Areat

the Topexhibition and symposiunm Darwin in 198ZFigure 2.3p.87. The event was
instigated bythe coordinators from seven of the Northern Territory Top End Art
Centres and was presented by the Museums and Art Galleries of the Northern
Territory with the objective of promoting the traditional art and craft of the Aborigines
of Australia. One of th facilitators, Peter Cooke, made the following observation in his
LYGNRRdzOGAZ2Y (2 GKS | 002YLI yeAy3d Lzt AO
most clearly today. The special relationship that Aborigines have with their land and
the animals andpirit beings that inhabit it are expressed in contemporary Aboriginal

| N@d@ke in Cooke, P and Altman, J, 1982 pis concluding comment, that order

to understand and appreciate Aboriginal art consideration should be given to what has

affected itsform and contentremains relevanto the art being produced today.

In his presentatior-Foxcommented that after three years working at Yirrkala, he had
come to question whether he could recognise quality in a piece of Aboriginaisaat
white manhe was unable to appreciate the art a®uld anAboriginalpersonwhose
artroseF NBY UGKSANI WaiNRy3d O2yySOlAz2y Fa&xiKz |
S, 1982, p.10To illustratehow this deep associatiowith the landisreflected in their
art,herelatedl y SELISNASYy OS ogudilK ¥YHyWwanNBLrid 2fR al
One day this man placed three rocks (ochres) and some white clay
(pigment) in front of me. The red rock, he said, was his blood, the yellow

his fat, the black rock his skin and the white clay his bones. These colours
made up his palette(Fox, S, 1982, p.]11

Foxdescribedthe art being produced at the timas contemporarart with someof

the worksappearing as they did in the past, while othed a very new feel about

them. Hemadei KS LIR2AYy (G G(GKIFIG W2 KFEGSOSNI GKSANI I LL
peculiar to itselig linked to a rich religiousgst which is now in the presef{fox, S,

1982.

Ralwurrandji stayed on at the Art Centre until 1984, choosing to leave at the same
time as FoxShereturned to work with him again when he was recalled in 1990.
Naminapu Maymurwhite was anotherdcalwho came to work in thart and craft

shopR dzN& v 3 OPdxecfeditediistrovigcdamilybackground in arto the efforts of

% Fox has since confirmed that he was referring to Narritjin Maym{iox, S, 201)a

88



her uncleNarritjin in hiscommimentto teaching his extended family to paint.
Although an infrequent visitor to the Art Centre, Narritjin became an important
mentor to Fox, adopting him into his family and teaching him alhositulture.
Narritjin was active inf@moting Yolngu culture to outsiders, wanting to share his
work with balandain the hope that with understanding they would come to respect

his people, their culture and their art.

Having studied photography and printmaking at art school, Fox was keeadb t
these techniques to the Yolngu. When he met Narritjin and the other senior leaders

they madeit clear to himhow they perceivedhis role:

They told me | wasn't there to teach them artthey knew how to paint
| was there to show them how to market {Fox, S, 2011b

Fox acknowledged this as a major responsibility efrttanager of an Art Centre bhy
gradually introducing the Yolngu artists to the medium of printmakiagvas able to

influencethe diversification andlevelopmentof art production

Narritjin had already been exposed to printing techniques while on a creative arts
fellowship at ANUn 1978. The series of etchinlgs created at the Canberra School of
Art in collaboration with master printmaker Jérg Schmiesserthe earliest etchings
produced by a Yolngu artigThis experience giscussed in greater detail the

following Chapte). However, Narritjin was not particularly taken by the technique of
printing and was not convinced that this was an appropriate medium for replicating
traditional art. He was concerned that multiples would devalue the work, and that the
mechanical naturef reproduction was taking the creation away from the hand of the
artist. Narritjin chose not to explore the process further and did not promote the

process at the Art Centi@lorphy, H, 2012

Yilila Munungguritj

The first onsite experience of printing on paper at the Yirrkala Art Centre came about
in the early 1980s when Fox observed the intricate detail in the day to day carvings
being brought in by a young woman called Yilila Mununggurritj. While otheramom

were collecting pandanus and making mats Yilila would come in with what Fox
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RSAaONAOSR | &Y Yl picturbstoyied cahdid@rid danked drkidaki. It

was still tourist art, as that was the mainstay of the Art Centre in those days when
peopleg SNBY UG Ay (G2 0 dzRox 3, 201ckh re¥ognitiGndof harikkilly 3 & Q
Fox was paying Yilila mottean the othersfor her work andstarted teaching her

printmaking techniquesrThe lack of printing equipment and the limited matals

available at the Art Centre at that tintestrictedwhat hewas ablgeach.

Yililaand a friend would regularlgresent atthe Art Centre on a Saturday and wank
the backroom carving woodblocks. Fox taught them to carve on a soft Indonesian
wood, Jelutong’ which he had purchased from a timber yard in Adelaide. It held
together well and did not crumble when cwith the singleedged razor blades with
which they were accustomed to carving their wooden artefacts. The blocks were
printed by hand using a Japanese bate rub the back of the papar a technique in
which Yilila became proficierfEox, S, 201)b(See Adendum PrintTechniques.)

According tdFox Yilila needed little instruction in technique as she had an instinct for
precise drawing andutting. The subject matter of the majority of her prints was
secular with croséatched backgrounds. Yilila created images relating to the land and
her culture, depicting scenes of local life, hunting, animals, fish, bindsspirit figures
(Figures2.4, 25, p91). The small, rectangular woodblocks were printed by the
Literature Production Centre at the Yirrkala Central School and sold as greeting cards
through the Art Centre. In 1982 Fox decided to print a selection in a limited edition of
twenty, andsent them south to sell through Hogarth and Ga® Galleries in Sydney.
Museum Victoria purchased a selection and featured them in an exhibiMamen's
Work: Aboriginal Women's Artefacts in the Museum of VictWeench, R, 1992,

p.69).

Prints were also purchased Bjinders University Art Museunt e initiative of

Professor Vincent Megawrdi the early 1980¢he University hadegun to actively
acquire Aboriginal and Torres Strait Islanddrto augment teaching and research.
Although Yilila was now producing collectable art, Fox regretted that she did not at the

time achieve the recognition or the accompanying status of #éistalilila went on to

37JelutongDyera costulatathe heartwood is creamy white to stwv coloured. The fine, straight and
even grairmakes it easy to work with.
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run workshops at the Yirrkala School, teaching the children the technique of the

Japanese baren, until she left the community to reside in Darwin.

/

2
%

Fig.2.4 Yilila MununggurritjWayinga mokuy Fig.2.5 Yilila MununggurritjWayin ga mokuy

carving,1982 woodblockprint, 1982
Woodblock, 285x65mm Image, 285x65mniCourtesy Museum Victoria,
(Courtesy Yirrkala Art Centriehotograpker D Melbourne, Item X8624Photographer D
Salvestro) Salvestrd

The sense of ownership felt by the locals since the inception of the Art Centre is
evidenced by the regular news itertisat appeared in the monthly community
newsletter,Yi@naDhawy (loosely translated a6 2 R I & Q dpubbsBed ByGhE
Literature Production Centre from the 1970s. Dgrihis time as the manage®tephen
Fox frequently posted comments and provided updates on the activities at the Art
Centre. The following notcand invitationthat appeared in the May 1983 edition of
Yu@na Dhawun both Yolngu mathaand English was indicative of the degree of

community involvement encouraged by the Art Centre:

1yt &Y twa{ g /[ w!l C¢{
For a long time now we have been thingiaf a new name for the craft

centre. This is because some artists were unhappy at their paintings having
YIRRKALA ART tickets on them which confuses Europeans buying the
paintings who think that all the ART belongs to Yirrkala. We are putting a
new name b the Council to consider. This name was suggested by Gawirrin
No.1.The new name is as follows: BUKARRNGGAY ARTS AND CULTURAL
CENTRE. Anyone who has any ideas on this, please come and see the craft
shop staff.(BukuLarrnggay Mulka, 1983
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The new namgBukuLarrnggaytranslates as‘the feeling on your face as it is struck by

0KS FANRG NI &a 2 qYirnkd#ad\rt, 2008/ This rafdr<Stathelocaiony 3 9 |
of the Art Centre and the people it represeritem the Miwatj region (the area of land

east of Milingimbi). The intention was identify the Art Centre as representing and

beinga gathering place (anggitj) for all those Yolngu living in that part of Arnhem

Land.

Reproduced in the May 1983 edition ¥litana Dhawwvas a copy of aewspaper
article, ProlificArt from AustraliaFigure 26). It outlinedthe progress of the AiCentre
and current activitiesmakingreference to the planned diversification into printmaking

(Ormiston, M, 1983

Fig.2.6 Prolific Aboriginal Art from Yirrkala. Article reproduced’irtana Dhaw, May 1983
(Courtesy Literature Production CentrBhotograpter D Salvestrg)

92



The two artists featured were Yiljland Djambawa Marawili whevould become, in
1992,0ne of the first male artists to produce a print at the Art Cerarel the first

artist to incorporate sacred” A Yy @n@ §cBekrprint. (The issues surrounding this are
discussed in ChapteB, 6 and 10. The article celebrates the fact that Yirrkala Art and
Craft was achieving widespread recognition and had becommaadially viable entity.
After only seven years in operation, the Art Centre hadobee selffunding apart from
an Australia Councdrant thatsupported the psition of Art Centre Manag€Blake, A
and Blake, D, 20}3

Fox left the centre in 1984 and was repéd as art advisor by Julie House who
remained from 1985 to 198&n her return to Yirrkaléollowing the death of her
brother Wandjukin 1987, ,Banduk Marika was offered the position of Manager of the
Museum and Craft Centr®uring her time away she hatiarted printmakingwas
exhibiting her work and had received invitaticisparticipate in residencies at several
universities. (Details of these residencas described in Chapter 3). Banduk had also
gained experience in curating having worked on eitioibs in Sydney with her mentor
Jennifer Isaacs. In 1985 she and Isaacs had formed a conbigiajko, @erived from
miyalk the Yolngu word for womerthat assised remote Aboriginal artists by

exhibitingtheir traditional and contemporary works in Sydne

According taan interview conducted by her husband Mark Aldertori99Q when she
took over themanagemenin 1988Banduk hadhe idea of expanding the training and
the role of the local employees at the Art Centihe explained that she hackesigned
from her position in frustration at not being able to get her ideas of reform into

practice:

When | arrived | saw that the Craft Shop needed to develop. A
disintegration process was underway, the place was bankrupt and less
work was being created. The Alginal staff were not being trained

towards sefmanagement and were not keen to take responsibilities.
When | took over | wanted the staff of the Craft Shop to be more business
like and to be responsible to the artists, to their culture and to the public.
PPd Ly GKS SYyR GKS | ANNJFEF 5KIyodz
recognise the need for them to invest in the leteggm value to the culture

of such an ambitious project. This realisation destabilised and frustrated
me and for the moment | have semted myself from the projec{Marika,

B and Alderton, M, 1990
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On leaving the Art Centre Banduk became more engrossed in the environmental issues
affecting her community. Shteirned to the issue of protection of their land and took

up the environment campaigthat K SNJ 6 N2 § KSNR& RSIFGK KFR LN
pursuing. While working at the Art Centre she had considered a project that involved
compiling a list of the native plantssociated wth art, weaving and dying, and

creating a garden in front of the craft shop with information panels that would inform
GAAAG2NR 2F (GKS LI IFydaQ I(HuicReBdn Q2098 oA (K
pp.7577). Along with her environmental wotkBanduk continued to produce prints

which, at that particulartime, she chose to have editioned edite. The subject matter

reflected her interest in the local environment and its relevance to her people.

With the Art Centre experiencing financial difficulties an interim administrator, Harvey
Creswell, wa appointed for a few months until Fox was recalled in 1990 to help

NBE & dZNNB O (KS &aidNHZAIt Ay3I SYyiSNILINAR&aSd C2E
SOSNEGKSNB YR y2 Y2ySe enpddidddh@&ncéfbry {1 Q | & |
artwork. WL (i g th& waul/D G K | LILIStyPebplé §evnilldBhen the art
comesin.Ny S 3ISia OFakK R@GIFIyOSad , 2dz OF yQid N
gl & FFoy S XQ@)cFox was delighted when Ralwurrandii returned to assist him

in re-establishing the Art Centre. They now had to contend with competition from a

new art and craft centre, Nambarfa which had recently beeopened by Yirrkala

Business Enterprises (YBE) on the other side of Nhulunbuy. However Fox and
Ralwurrandji were able to restore a working relationship with the artists in the
K2YStFyRa | yRNNYyAAEI B, @dizG NB FzNF2008R | YR

In 1990 funding from aGovernment Bicentenary Grasaw the opening cin
extension to the Art Centreo accommodatea museumAlongwith a special annex for
the 1963 Church Panels, the museum was to house a collection of important barks by

past clan leaders and artists from the 1960s and 1970s, and items marking other

%8 Other projects eventuated including various local Yirrkala Landcare projects with Banduk, in 1992,
being appointed vicehairof the newlyestablished Dhimurru Land Management Aboriginal Corporation
which trains Yolngu rangers. A book on the plant species of North East Arnhem land was published:
Rirratjingu Ehnobotany: Aboriginal plant use from Yirrkala, Arnhem Land, Austiaiaygul Yunupingu

... [et al.] Pub: Darwin: Conservation Commission of the Northern Territory, T@@Marika sisters

give the Rirratjingu description of local plants and their uses with Dr. Glen Wightman from the Northern
Territory Conservation Commies providing the English translation

% Nambarra Arts and Craft centre was established by Yirrkala Business Enterprise (YBE) on the other
side of Nhulunbuy.in the late 1980s as an initiative of the General Manager YBE, Gatjil Djerrkuga (1949
2004). It wasenamed YBE Arts Centre, but ceased trading in the20i00s.
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significant events in Yolngu history. These included ceremonifiaats and body
decoratiorsand the message sticks made by Wonggu in 1f@8®onald Thomsoto
take to his sons imprisoned in Dani° There were displays @irchivalphotographs of
the Yolngu Reconnaissance Uhit served in World Wall; and copies otthe 1963
Bark Petition and the 1988 Barrunga Statement. A special handout printed for the

opening event carried the following statement:

This Museum opening marked the successful completion of nearly twenty
years of activity by Aboriginal men and womertijst and community

leaders who have been concerned that their arts and culture be safely
preserved for the future. Throughout the 1970s and 80s individual items of
arts and crafts have systematically been collected to represent the material
and religioudife of the Aboriginal people of Eastern Arnhem Lga990,

p.4)

Also included in the handout wastranscript of a speech made at the opening by
Naminapu MaymuraVhite, the newlyappointed trainee curator at the museum, in

which she articulated the importance of sustaining Yolngu art:

Yolngu Art is very important to me, because it depicts Yolngirdife the
beginning of time, the present, and the future. The survival of the Yolngu
culture, traditions, customs, laws, social behaviour, spiritual connections
with the land, environment and the universe. For thousands of years we
have kept our art aliveral we will continue to keep it alive for our

OKAf RNByQa OKAf RNByQa OKAfRNBY IyR (GKS
present time, things have changed, people change, and everything will
continue to change. Therefore changes must occur within our artdyorl
terms of sefmanagement, and efficient running of the Museum,
purchasing items, selling, and marketing. There are important views that
the community at Yirrkala should be working towards, putting into practice
and developing. | am very pleased tod&aining Curator because it

means that we are making a positive move into the development of the
Yolngu Art and the future running of the Museum. These changes need to
occur, for the benefit of the Yolngu race. The community needs to take this
into accaunt as the high priority listing and seriously work on determining
the future issues to do with Yolngu art and craft and the maintenance of
the art. Naminapu MaymurtwWhite. BukuLarrnggayMuseum Curator.

April 1990 (Maymuru White, N, 1990

Vet t2oAy3I GKS (AfEAYT 2F WHLIYSES FTAAKSNYSY Ay |/
three sons, the Government sent Donald Thomson to Arnhem Land as a mediator. Thomson told

Wonggu that as leader, he was responsible for keeping peace. Wonggu gave Thomson a message stick

to take to his sons in prison in Darwin. Wonggu explained that the marks on the sticks represented him
sitting and maintaining peace among the peofl@omson, D F, 1983, p-32,80-81).
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In her opening speech, Naminapu demonstrates her pragmatism and willingness to
accept change for the sake of the survival of Yolngu culture and art. Although she does
not specifically refer to printing or issues relating to the us¥ df y 8n@iing ghe
doesanticipatethe conflict that arose with the introduction of this medium to the
artists at the Yirrkala Art Centre. Her statement echoes the observation made by
Morphy in a paper written in 1981
X AG OFry 06S adrdSR GKI G ItdpérticipdeS |, 2 f y 3 d:
in the art and craft industry and that all have done so with reference to the
possible effects that this may have on the uses and value of art in
Indigenous contexts. They have done so at a time when their society faces
problems of adjustmeinto and economic integration with postolonial
Australian society. Over the years there have been changes in many
aspects of Yolngu society including ones related to the functioning of the
artistic system. In particular there has been an increased paation of

women in ceremonial life, and an opening out of previously restricted
phases of ceremoniegMorphy, H, 1981

As this researclestablishes,lte easing of restrictions on the participation of women
did not only apply to ceremonial life it was also evident in the change in the
restrictionsgoverning theproduction of traditional artwork. Women were being given
more adonomy to paint and evolve as artists in their own right. The gradual
introduction of the nontraditional medium of printmaking allowed even greater
freedom of expression and this was an oppoity the women wholeheartedly

embraced.

Inthe early 1980&aminapu had spent some time away from Yirrkadiag in
Melbournewith her balandaschootteacherhusband Leon WhitéAccording to
Naminapu, it was Leon who had first introduced hestoeenprinting on fabric. Leon
would make the screens and Nami would create the designs to print eatorie

which they gifted to family membe®laymuru White, N, 2012 Naminapu recalls
that her frst design was the crab designgunyant a motif which would come to
feature regularly in her later worlOntheir returnto Yirrkala Naminapbecame
involved in the print workshops at tHecal schoqglassisting Joan Wearne in teaching
the children while expanding her own printmaking skilke returnedo work at the
Arts Cente in 1990 when offered the position of curator for the new museum.

Naminapuundertook training with the Northern Territory Museum of Arts and
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Sciencs and held the position of Cuxa at the museum until 1996. She was then able
to concentrate on creatinger own artwork and establishing a reputation as a

printmaker.

A Print Space for the Art Centre

In 1993, Fox successfully applied for a grant from AT®¥CG major building

expansiorthat was to include a print workshop. The Art Centre was completely

redesigned by architect Danny Wong from Speargrass architects in Darwin, to

incorporate a new gallery, a courtyard and a printmaking workshop. The courtyard was
considered an essential featuas it wouldprovide an openoutdoor area where the

artists couldwork. Fox réred from the Art Centrédefore building began, leaving it to

the new coeordinator, Andrew Blake, to oversee the expans{Biake, A and Blake, D,

2013 Fox, S, 201)rhe Print Space was finally commissioned in (88dka, 2013).

LG Aa y2G 2y NBO2NR 6KSGHKSNI .| yRdzZl al NR{|
print workshop at the Art Centrbut at the same timeand quite independently,

Bandukwas drawing up plans for the establishment of a Print Studio at Yirrkala as part

2T KSNJ RNBIFY 2F | 3N} YRSNI LINR2SOvood 2 NJ | !
Conroy, D, 19946). Through personal contacts Banduk had initiated negotiations with

the Faculty of Creative Arts the University of Wollongong for setting up what was to
become known as the Yirrkala Exchange Program. Considering the relevance of that
project as a crossultural exchangavith a major institution involving printmakingit is

the focusof Chapters.

When Dianne and Andrew BlaKarrived at Yirrkala at the end of 1993, they inherited

an art centre of good repet Thighey credited to the manner in whidRox had been

running the Centre in close collaboration with the Yolngu. According to the Blakes, his
regard for the Yolngu people, their culture and their art, was evide@thE Q& KI Yy Rf

of the artwork. Andrew Blake recalls that Forwid tissuewrap every carving Wi 2

*L ATSIC He Aboriginal and Torres Strait Islander Commisstais(§ (199@;2005) was theeak
representative body of Australian Governmehtough which Aboriginal Australians and Torres Strait
Islanders were formally involved in the procességovernment affecting their live#t was superseded
in 2013 by the Office of Indigenous Policy Coordination, a division of the Department of the Prime
Minister and Cabinet.

*2To avoid confusion when referring to the either Dianne or Andrew Bthlkd, first names or both first
and family name will be used from hereon in.
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him the value of the art was more than dollars and cents. It was made by someone and
he was charged with looking after it [while] at the same time working to make a profit
T 2 NJ ({BKEYAQR2013

The Blakes were both artists and had been motivated to apply for work in remote
communities through a combination of their love of Aboriginalaart! a desire that
their young son grow up with a greater exposure to, and a greater awareness of
Aboriginal culture than they had. The move to Yirrkala was their first experience of
working in an Aboriginal community. Although they knew little about rogran art
centre Dianne and Andrew were mindful of the inherent responsibilities that the job
demanded especiallypeingsensitive to the risks associated with an outsider dealing
gAGK | y2 (0 fafiNdking tbettightiheaBcial constraintswith the little
knowledge they had of Yolngu culture, thegre very aware that they wouldave to

rely on help from the locals. This was made more imperative with the realisation that
the locals regarded this @seir community art centre and were proactivalyvolved in
its management. The Blakes decided to have regular meetings to ensure they were
kept in touch with community issues and the locals kept informed of what was
happening at the Art Centr& heyactively encouraged the locals to attend the

meetings

We would drive around the community and depending on what was on the
agenda we would sometimes fly people in from the outlying communities.
There was transparency, other thanifh] financial details, so they would

be made aware of what was going on ahdn it would become common
knowledge (Blake, A, 2013

The meetings wer&ept informal and usually held outside in the garden under a tree.
With this inclusive approach, the Blakes won the trust of the people and Andrew was
soon adopted by Marrnyula Mununggurr. Being recognised as family meant that the
Blakes were included imctivities from which outsiders were normally excluced

allowed them toparticipate indiscussing issues of a sacred and sometimes even secret

nature (Blake, D, 2011

CKS FT2NIyA3aKGte WONIFG NizyQ (2 GKS K2YSft |
gave the Blakes the opportunity to meet more artists. With incregsinmbers of

artists involved and the source of artwork growing, the Blakes were becoming
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overwhelmed byhaving toabsorb althe new culturalinformation. Theydecided to set
dzLJ 'y FTNIAAGAQ O2YYAUGSS GKIF(G ¢2cuzhinB 065
0S NBalLlRyairofS FT2NJ YIFI{Ay3d AYyF2N¥SR RSOA

[atN
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Artists Committee

At a meeting of senior clan members and artists helBwtuLarrnggay Arts on 4 July
1995 Andrew Blake proposed the formation of an Artists Committee. Preseng
Yolngu elders and artists: Dula Ngurruwuthun, Gambali Ngurruwuthun, Witiyana
Marika, Mawalan 2 Marika, Langgani Marika, Djutjadjutja Mununggurr, Boliny
Wanambi, Baluka Maymuru and Naminapu Maymuru. Blake explained that although
such a CommittesvouldS y a dzZNB (G KS T NIAAGaQ Ay@2ft gSYSy
still be under the umbrella of, and answerable tbhe local Dhanbul Council. He
advised the appointment of office bearers and the scheduling of regular monthly
meetings to ensure the Committee waiable and effective. Witiyana Marika

proposed advising the community that Bukarrnggay staff would act on ideas from
this Artists Committee and that a regular letter be produced to keep people informed

of the activities of the committee and the Art @ee (BukuLarrnggay Mulkal995).

It was at this meeting that Will Stubbs was introduced as the new staff member who
wascoming on board as assistant arteainator to AndrewHaving practiced as a
criminal lawyer irSydney Stubbs worled with the Aboriginal Ledéervice in Brwin

prior to moving to Yirrkala in 1994isstatus at the Art Centre was to be different to
the usual art ceordinator asStubbswas married to a local school teachBhalulu
(Merrkiyawuy Ganambarf®. Although he came to the Art Centre without a
backgound in art, his marriagplacedhim in a unique position of having an immediate
and close family relationship with many of the artifisk | { debthdarWas Gaymala
Yunupingu (c1932005), already established as one of the most popular and prolific
artists working through the Art Centre. Her extended family of artists included the
Yunupingu sisters: Nyapanyapa (b1945), Gulumbu (P®242) and Barrupu (1948

2012). Stubbs was in the sensitive position of having to accommodate working with

Blidzo0aQ 6AFS 5KIfdzA dz 6aSNNJ A&l 6dz28 0 DIEYylF Yol NE KSI
and part of a family with a great artistic heritage.

99



women with whom hehad an avoidance relationshffincludinghis motherin-law

and her sisters whavere his classificatory motheia-law.

A number of issues were discussed at the inaugural meeting, including a suggestion for
a name chand®to incorporate the wordgarma, which would reflectthe fact that the
Art Centre performeda wider wltural function thanbeing limited to art. Of particular
significance was the discussion about custodianship dfy” ga8 tineefdllowing
transcript of the meetingndicates

Andrew: on the topic of Custodianship afA y &t & im@drtant for the

safeguard of Buldiarrnggay and its stathat paintings produced for sale

at BukuLarrnggay are politically correct through the eyes of Yolngu. When

painting clan designs it is the regmbility of the artists to have the
permission.

Djutadjuta: The Church Panels were painted by the old men for the law to
stay firm.

Nami: Church Panels [are] like a law and that law will never change.

The position of thdhalwang® was ratified by Dulasabeing available for
public viewing. This came from discussions between him and Gawirrin. He
explained the ownership of th&apudesign. Dula explained the method of
learning rather than teachingwatching old men paint.

It was agreed that by using Balangaints and canvas etc. was against this
tradition and inappropriate.

Witiyana proposed that the system of seniority and custodianship be used.
(BukulLarrnggay Mulka, 1995

The discussion highlighted the significance of the Church Panels as a record of Yolngu
law and its relevance to all that took place in the Art Cernifleere was unanimous
agreement that the use afertainintroduced materials was unacceptable, but at this
stage there was no referende printmaking or theacceptability ofa machinebeing

involvedin the production of their art.

*In Yolngu society strict behavioural rules regulate interactions between certain individuals. An

F 2AREFYOS 2N) WLI2Aa2yQ NBflIGA2yaKALE | LILX ASEa Ay &’
communication with another, such as between a man and his metiaw or between siblings of

opposite sex after puberty.

YL § Apropoded name changeeletingd ! NIi ¢ G2 YI | § dayiGandOere is ] dz [ + N
to council. Theword G¥ I ¢+ & RAaOdzaaSR o6& GKSf ORYMIEOGEQ NRG K
2 dza (i(BukulNdireggay Mulka, 1995This name was only used for a short time, with the wordnG#

referring toa sacred but public ceremorbeingreplacedby Mulka ¢ to touchor hold. So that Buku

Larrnggay Mulka refers to the feeling of the first rajshe sun (i.e. Facing east) touching the fécerc,

D R, 198p

4 Dhalwangu is a Yirritjia moiety clan name, including those Yolngu with the family names of Gumana

and Wunungmurra, from the Gi§a’Hand Gurrumuru homelands
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Fig.2.7 Notice at opening of new building at Bukarrnggay Art and Cultural

A draft notice was compiled for displaying in the Art Centre during the opening of the
new building, planned for the@February 199¢Figure 2.7.The notice proudly

0 KASentreNidat is/ors ¥olingutand|- oivied, kin and directed
o0& ,2fy3dz F2NJ , 2fyITdzdQ ! YR
O2YYAUYSyild (2 LINRBRdzZOS FTAYS 02y idSYLRNI
Handwritten by Stubbs was theBdA G A 2 y | §
I ONBf AOx y?2

Ay GNRRdzOSR

The meeting discussions and the objectives outlined in the draft notice are significant
GKSe O2yFANX (KS

Ay GKIF

Printmaking is not specifically mentioned but, as it is an introduced medium, the ruling
that the use obalandamaterials is contrary to tradition and inapggriate, would

apply to the print medium. The gravity of the meeting declarations and the reiteration
of the statements in the proposed public mo#, confirming as they do the

commitment to a raditional basesuggest that the acceptance of printmakingdahe

replication ofY' A y" @n@iinBwere to be truly momentous breaks with tradition

BUKU-LARRNGAY GARMA CENTRE

ART & CULTURAL CENTRE for the YOLNU of
NORTH EAST ARNHEM LAND - YIRRKALA

#A centre that is on Yolgu Land, owned, run and
directed by Yolgu for the Yolgu.

#Displaying the monumentally significant and
priceless YIRRKALA CHURCH PANELS.

#Birth place for the first tool of land rights - the
YIRRKALA BARK PETITION

#A centre for back to back winners - Best Bar 3
Painting - National Aboriginal Art Awards(94.,'9

#A centre-unique in its commitment to produce fine
contemporary art from a rigidly held traditional
base.#ﬂ*wwv/ no QLY TR
ns v '

#A centre that incorporates a keeping house that
publicly shows art and artifacts from the 1940's
to the present day, as well as an informative
museum that has on permanent display the recent
(political) history of the area dealing with
missionaries, a country & war and mining.

#A centre that displays, for sale, the wealth of
extraordinary talent of the many artists of the
strongest Indigenous art movement in the
country today - all in new showrooms and gallery
spaces.

BUKU-LARRNGAY ARTS

R SRR 5 — YRRALA SeANRA COMMATY ASICATION MCONSAATIS

Yirrkala, via Nhulunbuy, N.T. 0880. Telephone (089) 871701 Facsimile (089) 87 2701

Cerire, 1996
(BukuLarrnggayulka, 1996b
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commitment to consulting elders regarding appropriateness of subject matter.



The pride in their local artists and their work &vealed in the final statement referring

0 2 éxiabrdingry talent of the many artists of the strongest Indigesart

movement in the country toda@®K S NBFSNBYy OS (2 I WwWY2@0SYSy
of the dynamic nature of Yolngu art and the willingness to consider and accept change

in order to ensure the maintenance and preservation of Yolngu culture.

Organisatonal structureof the Art Centre

Stubbs describes his command of the langyagengumatha, asonly W LI & abuto £ S Q
his informed grasp of it allows him to communicate adeptly with the locals. His
knowledgeof Yolngu customs and laws means that he is oftglfted upon to provide

an opinion on the appropriaterss of a work of artWhen questioned about the

functioning of the Yirrkala Art Centr&tubbs pointed out that tanderstandYolngu
philosophyone has to appreciate the structure of Yolngu society it system of

belief, which is all about land ownerghispirituality and sacredness:

In order for theng&pakito understandt and I'm guessig as I'm not a

Yolngut you have to come to grips with a totally different structure of
society and thelzy A GSNRASX ¢KS 1S& (2 dzyRSNEOIl YR}
happens in Yirrkala is knowing we are on Rirratjingu land. In the Yolngu

dimension that means that they own us and everything on it. It means that

they direct our activities and have full authority and SOMB A 3 yhéadsX A

the bulk of the people in Yirrkala are guests on Rirratjingu tarttey are

2y WANNY §2Ay3ddz ,20GKdz , AYRA f Il yR 2 NJ wA
land ownership is about. None can forget it. [But] it is invisible to white

men [wholR2 Y Qi dzy RSNEGI YR K $SiuBbs, WMNE | 642 f dz
20119

Stubbs explaied furtherthat the Art Centre worked because it occupies a space within
Rirratjingu land that is akin tonggitj T a placethat is sacred to specigleople(Zorc,

D R, 198p Helikened it to a universal embassy providing a neutral ground where all

Of rya OFly YSSG 6AGK Sldzrt adrkryRAYyId Ly O
artists, who meet in this special spat¢®t has been assigned as an area where they

produce and trade their artStubbs, W, 201J0a

When the Blakes took leave from tiAet Centre in 2000Stubbsassumedhe
additional managerial roles. The Art Centre was about to go thraugeriod of

exparsionwith the addition of The Mulka Centre a digital archive and muitnedia
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studio. Stubbshas developed a reputation as an astuteardinator and is recognised

as a passionate collaborator and advocate of Indigenous arts and dresdtis

dedication was acknowledged in 2015 when he received The Arts Council Visual Arts
Award (Advocate), which honours the exceptional achievements of an Australian artist
or arts professional who hawade an outstanding contribution to the developntenf
Australian arf{Australia Council for the Arts, 20l accepting the awar&tubbs said

he did socon behalf of the Yolngu elders and artists who had mentored, educated, and
supported him ande acknowledged the work of his predecessor and colleague,

Andrew Blake.

The Blakes returned to the Yirrkala Art Centre in 200@istpon until 2011Each

returned to their previous rolesAndrewasart co-ordinator and Dianne as an advisor

in the Print Space. During this time they facilitated significant collaborative print
projects(described in Chapters 6 and Andrew attributed the creativity evident in
contemporary Yolngu art to a combination of the dynamic nature of the Yolngu culture
and the willingness of the artists tthallengethe boundariegBlake, A, 2011blIn the
following chapters, this thesis explorgs notion in relation to pntmaking which

even the nost conservative of artists have embragcegpreciative of the opportunities

for experimentationwith the variety oftechniques it offers

Art Centre Incorporation andunding

Until it became an incorporated entity in 2008, tAet Centre was nominally under the
auspices of the Yirrkala Dhanbul Councihprised of Rirratjingu and associated clan
members. Stubbs pointed out that althghithe Art Centreemployeeswere technically
employed by theCouncil the Coucil did not interére withthe daily administration of

the Art Centre, which wanancially independent, kept its own records and accounts
and took instruction from the Artists Committe®/hen the Northern Territory
implemented the amalgamation of local Councils into regicCouncils, the Art Centre
was forced to choose whether to become an asset of the East Arnhem Land Shire or

become independent

In 2008, under the Northern Territory Incorporations Act 2008, the Art Centre became

an incorporated body, BukuLarrnggay Mia Inc. The organisational structure of the
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Art Centre was minimally affected by Incorporation, with the Artists Committee
members béng retained as members of theoBrd of the Corporation. There was also
minimalchange in the manner in which the businegss administeredother than the
accounting was now handled by an-site bookkeeper, and other irhouse
administrative staff took over the roles that were previously carried out by Yirrkala

Dhanbul Council.

Fig.2.8 Yirrkala Art Centre, 2011
(Photographer D Salvesiro

Funding continues to be sourced through Government Grants and is supplemented by
the income from sales and support from philanthropic organisations. Additional Grants
andspansorships aresourced for staff training and for specific projects. Although
funding for the Centre has in the past been reliant on recurrent Government grants, in
more recent years the Art Cent(Eigure 2.8has been so productive and so successful
in its marketing that it has come close to seihding from sale¢BukuLarrnggay

Mulka, 2013.

The transformation of the art and craft shop at Yirrkala into a vibrant and suatess
multi-media cultural centrés a result of the determination and resourcefulness of the
local community woriag in collaboration with committed art centre @rdinators. In
achieving thist has fulfilled the original objectives of an art centas proposed by the
Federal Government in 1973. The resolve to fulfil those objectives is reflected in the
I NI/ s®whiOKjEctives, as recorded in the Constitution of Buskunggay Mulka

Inc.that focus on promoting cultural and economic viability and working for the good
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of the whole community. Listed as the principal objective of the Association is the

establishmemnand maintenance of:

a centre for the promotion of Yolngu art and without limitation the
promotion and preservation of any and all aspects of Yolngu culture
including: art, performing art, visual art, craft, community arts, any other
movable cultural hatage, literature, music, design, electronic records,
FAfYS OARS2I GSt SOAA&A2PBukkLyriRggNd RA2 2F &
Mulka Inc, 2008
That the Art Centre was now accepting of introduced art fornssipported by the
extensive range of media included inthe listoNIi F2NX & 0SAy 3 LINRY?2
fAYAGF GA 2y Q .0ohé enildtsBmeht NdmornstégditieBillingness of the
Yolngu to accept change and to adapt their art to accommodate chaitpugh
introduced contemporary media has been integrated into @entreproduction, the
Yolngu have maintained control of the quality and content of their artwork by ensuring
an awareness of traditional guidelines and an adherence to the restrictions imposed by
the Artists Committee. With respect to painting there remgstrict adherence to the
concept ofidsing the land to paint the la2While canvas and acrylic paint remain
unacceptable, the innovative artworks produced by muaoigdia artist Gunybi
Ganambar have seen discarded introduced materials becoming an dedepedium
T deemed acceptable by the fact that they had become pathefcountry on which
iKSe fausdy®s W

Conclusion

The historical record provided in this chapter supports the assertion that from its
inception, the Yirrkala Art Centre has satidftee objectives of a Government
subsidisedemote community art centre in thatt has played a vital role in the
community on many levelsirtistic, social, educational and econorytiee local
community played a proactive role in the establishment of #r¢ Centre and

continues to be involved in its administraticgndthe Art Centre is sustained by the

“7 Critically acclaimed Yolngu artists, Gunybi Ganambarr (b1973) who lives and works out of his
K2YStlyR 2F DIFIyDly ¢l & GKS FANBRG ,2fy3ddz FNGAAG G+
AdaadzS gAGK GKS St RSNE I a KBbuRvaimakirg (se of Nidcafded Ay Wy S
materialt pieces of conveyor belt rubber, masonite, perspex, chicken wire, PVC piping, corrugated

metal sheeting, roof insulation, aluminium foil that had been left lying about on country and so in his

opinion had becora part of country.
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production of art that is acclaimed by institutions and sought after by the art market.
While displaying innovation in the approach to their art makihg,artists continue to
be respectful of their traditional guidelineRelevanto its progresss the extent of
involvemern of the nontindigenous art cardinators Positive outcomes have resulted
from their working in a collaborative manner with the ats and the community and
being awareof andshowingrespect forthe local culture and lawwWhile many other

art centres have failed to thrivihe ongoing commitment of community, artists and art
centre management, and the reciprocal sharing of knowledge between all involved,

has contributed tahe sustainabilityof the Yirrkala Art Centre.

The following chapter provides a synopsis of the intrctiibn of printmaking to remote
Indigenous artistsThe initial exposure of Yolngu artists to printmaking at local schools,
throughworkshops andn artist in residence programs at major teaching institutions
and thenature of the collaborative exchangan these experiencess investigated.
Thecontroversy surrounding the appropriateness of using an introduced art form
incorporatinga mechanical element to reprodudéA y ds@xplérdd,along with the
central roleplayed by female artists in the acceptzeandimplementation of the print

medium at the Art Centre
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3. Collaboration and the Introduction of Printmaking

To set in context the use the print mediumby Yolngu artists, this chapter begins

with a general background to the introduction @fintmaking to remote Aboriginal
artists in the Northen Territory.My researclsuggests that the Yolngu were amongst
the first remote area Aboriginal artists to print on paper and puts into perspective the
achievements attained by the artists at Yirrkadahe relatively short period they have

been using this adopted technology.

Following a précis dhe introduction of printmaking to urban and remote Indigenous
artists consideration is given tde role played by the local school teachers, female
artists, printmakers and the Art Centre management at Yirrkalassisting with and
encouraging the use of introduced materials grthting techniguesTeachers and
institutions were, in general, the first to introduce printmaking to remote communities
¢ initially printing on fabric and then printing on paper. This chapter expltres
concerns that were raised by the senior clan members regarding the appropriate use
of clan specifiy A y &t @le®dribes the actions that were taken to ensure awareness
of the significance of the designs and patterns and the restrictions that applied when

reproducing them.

The ongoing involvement in printmaking and the evolution into limited edition fine art
printmaking could not have come about without the input of Aloligenous

printmakers who had a common passion for sharing their skills with Indigenous artists.
Artist in Residence programs at southern institutions were an initiative that provided
remote artists with the opportunity to engage with master printmakers, |eaew
techniques, and participate in an exchange of knowledge during collaborative print
projects. This chapter presents some of the earliest examples of such interactions with

artists from Top End remote communities, focusing on Yolngu artists.

Collaboratty 'y R W. 20K 2} 283Q o06wSOA LN

Collaboration is a familiar concept to Yolngu. Their traditional societal functioning was

based on collaboration. In their daily life, members of the community cooperated in
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performing daily tasks, and during ceremyofamily members worked together in the
creation of the ceremonial painting and other visual media. The consequent post
contact changes to their way of life has moderated the relevance of collaboration in
daily social and domestic activities but the natibas persisted in the creation of
artwork for both ceremony and commerge especially in the production of barks and
larrakitj. This thesigoroposeghat the embracing of the technique gdrintmakingby
Yolngu artisthas been facilitated by the fact thétie activity incorporateghe familiar
practice ofcollaborationas well as thee being a recognisesimilarity betweernsome

of the techniques employed in printmaking, such as carving and lagesith their
time-honouredart and crafttechniques.This chapter provides examples of
collaborative printmaking workshops, residencies and special projects involving Yolngu
and other printmakers and artists that demonstrate these concepts.ifipact of the
unigue challenges that face printmakers workinghaiemote artistsis considered with
reference to particular innovations that both artist and printmaker havesaded in

order to address thehallenges.

When interviewed about their involvement in cressltural collaborative workshops

and projectsmany of the Yolngu suggested that it was not a ey learning

experiencet while the Yolngu are learning printing technigues from tia¢anda,the
balandaare also learning something from them learning about Yolngu culture and
beliefs and learning abouhé Yolngu way of creating art. Without exception those
non-Yolngu printmakers and artists who have worked with Yolngu artists concurred
that while introducing the Yolngu to new techniques, the exercise proved to be a
personally profound learning experienfaa them. Yolngu beliefs and ontology

impacted on their personal values and on the approach to their own work, while
technically the Yolngu artists frequently challenged the printmakers to investigate new
ways of applying techniques so that the outcomeswaore acceptable to the Yolngu
aesthetic. This becomes evident in the accounts of such experiences described in this

and the following chapters.

Historical Background to Aboriginal Printmaking

Wiradjuri manKevin Gilbert (1933L993) writer, activist and artist, is credited as

having been the first Australian Aboriginal artist to produce a print on péyational
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Gallery of Australia, 20)5Gilbert created linocut prints in the ngd960s while
serving a prison sentence. He had learnt the linocut techni(gez Addendum: Print
Techniques)in a prison art proggm at Long Bay Gaol and then improvised with the

lino tiles from the flooyusng a modified spoon as his engraving tool.

In 1965, mature, | saw art and writing as a way to communicate. My
CriKSNRa {GdzRA2 gt a Yeé TFANRAffomaAy2 LINRY
spoon, gem blades, nails on a piece of old, brittle lino off the prison floor. |

wanted to show the natural pride and completeness of the Aboriginal

artists, the cave, the art, the landscagg&ilbert, K, 199p

In 1970 Nugget Coombs, the Chair of The Australia Council for the Arts, on hearing that
Gilbert was soon to be released from prison, approached Council staff member,

Jennifer Isaacs, with an idéar helping fund him on his release. Coombs was aware

that Gilbert had been doing linocuts in prison and suggested to Isaacs that they

F NNF y3S F2N Iy SEKAOAGAZ2Y (2 &St ft witKS 62
my feet | stood on my kitchettable holding weights | was the press f A 1 SNI f f & H.
(Isaacs, J, 20)2The prints were exhibited at the Arts Council Gallery in 1970, just prior

G2 DAt 0SNI Qan tieIsdryd98@siSaack was ta glagvofein promoting

the use of printmaking by remote Aboriginal artists through her relationship with

Yirrkala artist, Banduk Marika

School Workshopaitroducing Printing Techniques

During the late 1960s, Northern remote arA@original artists were being introduced

to printing techniques by school teachers. This research supports the suggestion put
forward by printmaker Theo Tremblalyat the first prints on paper created by Yolngu

artists were produced in 1968 on Elcho Islawtien schoolteacher John Rudder

provided local artists with linoblocks onto which they proceeded to translate their

OF NWSR RSaAdayad LG Aa tA1Ste GKFEG GKS& ||
I 0 2 NA 3 A y(Deriholrh, NII1RGS (0 & Q

Rudder had been Assistant Principal at the Yirrkala School from 1964 to 1968. During
that time hedeveloped a keen interest in adult educatioihen transferred to the
school on Elcho Island in 1968, he set about establishing adutaéida classes.

Recognising the local talent for carving into wood Rudder decided to introduce the
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local artists to printmaking. He approached somehaf best artists on the island:
Manydjarri, Djorrbum and Matjuwi, and suggested they might like to tryingtheir

clan ceremonial storiesmo some discarded battleship linoledftthat he hadfound

and cut intoblocks. With no printing equipment on hand, Rudder produced the first lot
of 4x6inchprints, using whatever ink he could find anabbing by hand wh the back

of a spoon onto folded foolscap paper. So that the prints would be appreciated for the
effort that had gone into creating them, they were sold to the locals for the token
price of threepence each. Making use of an old Gestetner printer Rudslzpanted

copies for a community magazigieudder, J, 2013

When interviewedRudder was unable to confirm the exact date that he produced
these first prints but recalls that it was @o after his arrivabn Elchan 1968. This is
substantiated by the fact that one of the prints the cockroach and wallaby story
carved by Manydjarn was reproduced on the cover &lcho Island vital statistics
1969(Figure 3.1p.111), a publication that was distributed by the Mission throughout
Australiawith the aim ofrecruitingteachers. Rudder recalls sending the prints to the
Darwin administration to show them the outcomes of his adult education programs
and presumes they thenettided to use one of the images in order to advertise the

skills of the local artistkudder, J, 2013

In 1978 Rudder moved to Canberra to do post graduate research at the Australian
National University where, in 198he met Theo Tremblay a newly appointed lecturer

in lithography at the Canberra Schoolofatt | 6 NB 2F ¢NBYotfl &Qa
with Indigenous artists Rudder showed him the Elcho linocuts. Impressed with what he
saw, Tremblay was anxious to print them but was concerned that the lino had become
extremely fragile with age. Tremblay eventually printed two sets of each of the ten
linocuts in 1985. One set was on moutthde rag paper and the second set on paper

handmade ly Tremblay from cotton rag and pampas grdagure 3.2p.11). The

8 Battleship linoleum is a heavy grade linoleum used for high traffic situations. The name derives from

the fact that it was originally manufactured for the U.S. navy for use on warship decks.

“9TheCanberraSchool of Arbegan withart classest the Canberra Technical College. In 1976 the
/2t€S3SQa ! NI {OK22f 3IAIAYSR AYRSLISYRSYyOS IyR 61 &
Director was Udo Sellbach9771985. In 1988the Canberra Schools of Art and Music amalgam#ted

form an autonomous statutory authority, the Canberratitute of the Arts, whictamalgamated with

the Australian National Universityg 1989. A name change to the National Institute of Arts (NITA) in

2000 was followed by a merger with the Faculty ha Ay wHwHnnnd® Ly wWnnc AdG 680
College of the Arts and Social Sciengegostino, M, 2009, p. Xi
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latter he gifted to the Collection of the National Gallery of AustréGémore, P,
1988andhe also gave copies of the proofs to Rud@@udder, J, 20)3The prints
have since been included in exhibitions and catalogues featuring Aboriginal

printmaking®

Fig.3.1 Manydjarri.Wurrapari

and Gjandi Fig.3.2 Manydjarri. Wurrapari and Gjandi
Image: 12.6x10cm on cover of Each Image: 12.6x10.1cm
Elcho Island Vital Statistics, 196 Printed T Tremblay CSA, 1985
(Courtesy State Library South (Courtesy Nationaballery Australia, NGA 87.610.B)
Australia.PRG 933: Photographe (PhotographerD Salvestro, 2014)

N Lendon, 2014)

In a related development in the late 1960s, teachers on the Tiwi Islands began
introducing local artists to printing techniquéSdwards, R, 1978, p.5dcCulloch, S
and Childs McCulloch, E, 2009, p.24bod Conroy, D, 1976/Nhile Rudder was
introducing linocut printing on Elcho Island, Madeline Clear, an art teacher at the

Mission School on Batinst Island in the Tiwi Island group, was also introducing

LINAYOGYlF1{Ay3 G2 GKS LatlryRQa f20Ff | NIGA&G:

students, Bede Tungutalum, Giovanni Tipungwuti, and Eddie Purantatameri, to make
simple woodcuts featuring the éal faunaWood Conroy, D, 1976These were initially
printed on rice paper then transferred to silk screens and used as textile designs. This
was the start of Tiwi Dagns silk screen workshpwhich initially focused on printing

on fabric. Of the three, Tungutalum was the only one still involved in printing when, in
1974, under the auspices of the Aboriginal Arts Board of the Australia Council, Diana

Conroy arrived tavork as an art adviser at Tiwi Design. She was impressed by the

% Elcho Prints were included in the two major touring print exhibitidvsw TacksOld Land
(McGuigan, C, 1992, pp.2%); andlslands in the SufButler, R, 2001, pp.289).
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natural talent for realistic drawing displayed by the young men and suggested they

explore using these skills to reprodyae print, the circles and crossatching of their

traditional desigss. The fabrics they subsequently produced had a ready market locally
YR 2y (GKS ySINbeée YIAYyflFrYyR® / 2yNRP&Qa RNB
Tiwi management and provide onsite training for local youth. By encouraging the use

of new techniques t@eproduce traditional designs she hoped that the Tiwi Designs
Workshop would act as a bridge between the old beliefs and the prgséood

Conroy, D, 1976, pp.588)./ 2 Y NP &8 Q& | aLIANI 0A2ya KI @S 6SS
Designs was incorporated as Tiwi Designs Aboriginal Corporation in 1980. It has the
reputation of being one of the longest running remote Aboriginalkaritres anchow

produces a wideange of artworks, including limited edition prints, along with the

fabric printing that established its reputation.

Introducing Printing at Yirrkala School

As Clear had done on Tiwi, the local schools and teachers in the Yirrkalplayed a

role in introducing the locals to basic printing techniqadsst on fabric and then on
paper. The earliest hanesn experience of printing for many of the wamn and school
students occurred in the 1970s, whsitkscreerprinting on fabric wasaught by the
non-Indigenous teachers at the Dhupuma Colfégad the local YirrkalacBool>? (The
school is today officially known as the Yirrkala Community Education Centre (CEC) but
throughout this dissertatiorit will be referred to as the Yirrkalal&ml). Following the
example of the painting workshops held at the School in the 1960s, local artists were
invited to participate in printing workshops to teach carving techniques and to instruct
the students in traditional designs and clan stories. Thasided an opportunity to
ensure that the students were aware of the rules associated with the use of the clan

specific designs.

Stst Dhupuma College was a community supported, Federal Government funded initiative established to

provide education to remote Aboriginal children in preparation for secondary education or vocational
training. It was opened on 1 July 1972 by Prime Minister William McMdktaMahon, S W, 1932n a

site 25km from Yirrkala and operated successfully until 1979, when it closed abruptly as a result of the
Govenment ceasing to fund it in favour of Darwlirased Kormilda Colled®hupuma College, 1972

1979.

*2The local school at Yirrkala has had many name changes over the years. When established by the
Methodist Mission in the 1930s it was referred to as the Yirrkala Mission School. When the mission left
it became kown as the Yirrkala Community School, then the Yirrkala Central School. Currently it is
officially the Yirrkala Community Education Centre, Yirrkala CEC, but is commonly referred to as the
Yirrkala School.kttps://web.ntschools.net/w/yirrkala/Pages/Abouts.asp»
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In the 1970s, screeprinted T-shirts were produced at the School under the guidance
of art teachers Lew Burroughs and Leon #&hiAt Dhupuma College the art teacher
Lyn Lampshead ran adult education clagedsatik, tiedying and scregorinting on
fabric. According to athropologist Gillian Hutcherson, who spent time at Yirrkala in
the early 1990s researching the art of the Iba@men,the most requested items

were funerary flags and coffin shrouds printed with sacred dedigo&cherson, G,
1998, p.7)}.

Fig.3.3 Yilila teaching at Yirrkala School, 198! Fig.3.4 Yilila with student® woodblock printsat
Unidentified students Yirrkala Schooll983
(ImagecourtesySFox) (ImagecourtesySFox)

Joan Wearnarrived at Yirrkala in 1982 when her husband Gweg appointedvice
Principal at the Yirrkala Scho@8hecame to play an iisumental rolein promoting
printmaking techniques at the School. Apart from teaching the secondary age
students, Wearne was interested in trying to establish closer links between the School
and the community. Shencourage the women from the community teome into

the school to participate in projects and to mentor the students. It was in the process
of doing this that she visited the Art Centre and saw Yilila Mununggurritj doing her
woodblock printingWearne asked Yilila if she would be interested imitg to work

with the students in the art department at the School. Yilila agreed and in 1983 started
teaching woodblock printing at the School using the Japanese baren as Fox had taught
her at the Art Centre, (Figures 3833 4).
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With this technique it was simple to print on paper but when the students wanted to

start producing cards to sell, the lack of printing facilities at the school posed a

problem. This was overcome when arrangements were made for them to access an old
Gestener printer in the Literature Production Centre located at the back of the School
(Wearne, J, 20)3Nearne recalledhe many positive educational and social outcomes

that resulted from this interaction with the wider communifWearne,J, 2013. The

62YSYy 62dZ R 02YS Ay (2 RA&Odzaa 62YSyQa o
girlsand introduced Batik lessonghe following article about the batik workshops

appeared in the community newsletteyi@na Dhawu:

The post primary gislhave been doing a Batik workshop.

Banunydji Marika has been coming to Yirrkala and teaching the girls.
Banunydji went down to Ernabella a few years ago to learn how to do Batik
and she has been to Indonesia to see how Batik is done over there. It was a
really good course and the girls made a large batik each. They had to think
of a design, draw it on the material, then wax the design and dye the
material. The pieces of Batik are hanging in the domestic science room.
(Literature Production Centre, 1983

The students moved on from woodblock printing and batik to working with a
photosensitive technique for sceaprinting on fabric (see Addendum: Print
Techniques). The main subject matter was the school emplgmchthey printed

onto T-shirts and bags. In order to avoid printing anything that would offend, the
students sought approval for each design they wartteceplicate. Despite this

precaution Wearne recalled the first occasion that a final product caused controversy.
The Dhalinybuy Schobéd arranged achool visit to Canberra and wanted a local
design printed onto cloth bags. One of the local men wasdss work out a design
F2N) 2SENyYySQa Oftlaa G2 LINRY JadtheedSslgiNdarbe LINS & «
from a member of the communitigowever, after the firstbags were printeda

meeting was called. They were told by some of the senior members of the community
that the bags were not to be used as there was a section in the middle of the design
that was sensitive and should not be shown outside Dhalinybuyesolve the issue,
Weane had the girls cut out the sensitive part of the print and preserthexse pieces
with the original screen back to the community for s&ieping. The girls at the School

then created a simple crab design with no special significance, printed thigabrio
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and sewed that onto the bags in place of the controversial centre piece that had been

removed.

Fig.3.5 School designsY(tana DhawuSept. 1991, p.14. LPC Yirrkala)
(Yirrkala School Literaturoduction CentrePhotographer D Salves)ro

Wearne spent some time away from Yirrkala in1@8@irningto the School in late
1990.Then in 1991, e was presented with another dilemma when the controversial
design resurfacedhe new Homeland teacher &halinybuyapproached Wearne with
the same design asking for it to be printed oshirts. Wearne initially refused,
recounting thestory of theoriginal controversyo the teacher On this occasion the
problem wagesolvedby masking out the sensitive central part of the design before
printing. In order to reassure the community that she was aware and respectful of
Yolngu laws and to avoid being confronted with a similar situation in the future,
Wearne placed a notice aboptinting sch@l logos on hirtsin the local newsletter,
Yu@naDhawu(Figure 3.3 It included a warning from the Homeland schools about

the limitations on using sensitive desigigearne, J, 2013

In 1986 Wearne accompanied Naminapu Maymuru and six of the students to the
Central Australian Community of Utopia, renowned for its batik printmaking, to
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participate inbatik workshops. Six of the Utopia women travelled to Yirrkala the

following year to run more workshops at the School. Funded by the Aboriginal
Development Unit of the Northern Territory Department of Education, Wearne

continued to run printing workshopg #éhe School into the early 1990s. She also

introduced batik to more women in the community through classes held at the Adult
9RdzOI GA2Y [/ SYGNB | yR ((W&mne 23093 Qa wSa2dzND!

In 1988, Banunydji (Yunupingu) Marika, who had run the initial batik workshops at the
Schoo] went on to establish a screprinting business in collaboration with Trevor van
Weetren, anart teacher from Nhulunbuy High SchoGlalupa Screenprints was set up
G GKS Ddzyel yarN: 1 2YStFyYyR / SyidNBewl& | NJ . |
Bay Banunydji had established the enterprise with financial support from family
members and hadpplied tothe Department of Employment, Education and Training
for funds to train six peoplélhe training and production assistance was provided by
van WeerenThe secondary students from the Yirrkala School visited the workshop to
see Yolngu desigieing printed onto fabric, tea towels;dhirts and notecards
(Hutcherson, G, 1998, p.71)/2mongst the trainees were Dhuwarrwarr Marika,
Dhopiya Yunupingu and her husband Djalu Gurruwiwi, all of whom went on to

establishareputation as print artists.

The working relationship between van Weeren and the Yolngstanvas an example

of a crosscultural reciprocal learning experiended RS&AONAR O SR o6& 5 Kdzg
taught me and | taught him... We supported each other and | also explained to him

0 NI RA G ADRuiariwardMadik@inWest, M and Marika, B, 2008 p)173

Dhuwarrwarr considers herself a teacher as well as an artist and believes it is
AYLRZNIGEFYG G2 GSIFOK GKS OKAf RNBY oritBRe GKIF G
AU2NASEAQD 1 f2y3 gA0K GKS Y2NB (NI RAGAZY

printmaking to achieve these outcomes.

Dhuwarrwarr and Naminapu continued to be pioneers in this new aspect of art
production. From being taught to paint by their fathetisey went on to attend
screenprinting and batik workshops, becoming proficient in fabric printing. When the
Print Space was opened at the Art Centre in February 1995, they were amongst the

first women to become involved artd produce limited edition prits through the
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facility. Dhuwarrwarr describes this as one of the many phases of her art ¢heger
started with traditional bark painting and pandanus weaving and evolved to include

creating wall murals and printing on fabric and pafidarika, D, 2011

From Fabric to Paper

Woodblack and screenprinting proved so popular and such a useful teaching aid at the
Yirrkala School that other workshops were organised. In 1988, the Yirrkala School and
Laynhapuy Homelands Association organised a Lino Printing Workshop as part of a
Stage Two RPAE progrant a Remote Area Teacher Education Program operated by
Batchelor College, in the Northern TerritdtyYunupingu, Y, Maymuru, W,

Munyarryun, B and Bromot, D, 1988 he prograntame about as a result of a request
from the communitywho were aimingo control the development of education in

their community. The project was run by Yolngu teachersvo from Yirrkala and two
from the Homelands: Yalmay Yunupingu, Wurrthalminy Maymuru, Badangthun
Munyarryun and Dhumudal Bromot. As part of their trainprggram they were

required to do all the preparation for the wedting workshopwhich they then ran

with the assistance of thealandateachers. This algorovidedan opportunity for the
students to learn more about their culture and who they werethisendthe

workshop included instruction i dzZNNHBtiatzships and djalkiri® T the

foundation of their culture and land. An important part of this involved the students
learning about their totems and creation stories and understanding the important

differences between the clan designs and the inside and outside laws, to ensure that

>3 Batchelor Institute began in the late 1960s as a small annexe of Kormilda Gumlldue outskirts of
Darwin,providing programs for Aboriginal teacher aides asdistants in community schooBetween
19881999 it was known as Batchelor College then in 1999 the cuBaohelor Institute of Indigenous
Tertiary Educationwas establishedhy the Batchelor Institute of Indigenod®rtiary Education Act 1999
I a.. atfeducational institution for the tertiary education of Indigenous people of Australia and the
provision of other educational and training programs and courses, and facilities and resources for
research and study, and for related purpos@sentral task bthe Institute is the provision of tertiary
education and training programs which engage students in the development of appropriate responses
to issues of cultural survival, maintenance, renewal and transformation, within the context of the
national and mternational social, political and economic or@Batchelor Institute of Tertiary Education,
2014).
> Djalkirit literally foot or footprint related to a definite place and point in time. Used to describe the
foundation of Yolngu culture and of the landmetapi2 NA OF f t @ NBFSNB (2 (GKS W¥2
left on the land during the spiritual foundation of the world and a sign of the interaction of Yolnhgu with
their land and the ancestors who walked that land before them. (Yolngu Matha notes for Language
Learners at Yirrkala, p.28. Literature Production centre, Yirrkala, 1995)
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the clanspecific patterns and design¥ ¢ y & wie 8k misused. For this instruction

they called on senior members of the community:

The Yolngu teachers felt really d¢amlent in running the show because they
had important jobs to do and they felt that they were in charge of the
organisation of the workshop as part of their job. Before the Workshop we
collected information from various people about Yolngu designs and
Djakirri. We also invited a special and important person to come and give a
talk about these Yolngu designs aghlkirrito all of the Workshop
participants as an introduction to this important Worksh@pgunupingu, Y,
Maymuru, W, Munyarryun, B et al., 19§874)

The aim of the project was to make the workshops an enjoyable way of learning

printing techniques, developing literary skillsarning about their culturand

encouraging working relationships between teachers and learfidrs teachers kept a

journal setting out the objectives and daily tasks, with reviews on the outcomes
accompanied by copies of the lino prints produfealst Primary 2 girls, 19880

provide feedback about the workshopise studentswvere askedabout theirreaction

to the workshops and thedaily experiencesTheirresponsesncluded comments

suchast ATAY3 (KS §2NJ] aK2 Lleanh@modexh@nthigk G 61 a R
thought theywould2 NJ ¥ Af Ay3 (2 GGSYR 06SOlFdzasS (KS
K I dd@rpingu, Y, Maymuru, W, Munyarryun, B et al., 1988, pp.Y.7,78

An important outcome of the project was dealing with the issue of appropriate use of
YAY®QE &S G(GSIFOKSNAR aidldSR GKIFGY WLG Aa AY]
usingbalandamaterials and technology to make the prints we were also using
AYLRNIFYy (G | 2fy3dz A R®hupidgu, & Maymiurd, W YR 1y 26 f !
Munyarryun, B et al., 1988, p.BIDespite having Daymbalipu explain how careful the
students had to be with the use afinyQ (ai@ xhat they could only use their own

djalkiri, the School was once again forced to deal with a situation of inappropriate use

2F I 1 2YSfFYyR RSaA3Iyd ¢KS (iSIFOKSNE RS&ON]
NB & LJ2 y a A oA f(Xudupingt,Y N\Maygnbra, WaAMuayarryun, B et al., 1988,

p.81) when aleader from one of the Homeland Centres, distressed at seeing one of his

m2 0 KSNXRa RS aAnfbymdd tiied thaf BwadzaocSsacred and should only be

used for special occasionBhe teachers recognised what had led to this becoming a

O2y OSNYyY GKS GSIFOKSNA KI R [ LLdaRifidesigs R U K 2
but had failed to consult others who should also have been consulted before ghakin
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decision to use the designthetr & W{i22 20@A2dza G2 0

(Vo))
QD
A
No
(SN
<

a solution to the problem the Yolngu teachers discussed the situation with

Daymbalipu. Thealandateachers did not become involvedimitting to finding the

Yolngu philosophy and the situation tooroplicated for them to understand. The
,2fty3dz 6SIOKSNRE FFO1y26ft SRISR GKIFG w{2f JA"
f S a gvanyighgu, Y, Maymuru, W, Munyarryun, B et al., 1988,)p.81

PRINTING WORKSHOP
FOR LAYNHA AND YIRRKALA SCHOOLS

5
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i These are some of the LINO

prints done by sStudents In the ‘\,“~";-
Printing  Workshops held at A “\

L7
Yirrkala School from June 6 - June "‘J "' ‘\
10 Al ==
8 -
NSy,
The workshop involved ’}“ ]
Laynhapuy people, Yirckala Post A\."_b;t
Primary students and teachers,
RATE people, and teachers and 3
students from Gdngan, Bdniyala,
Gurrumuru, Dhdlinybuy, Wandawuy,

and Garrthaolola.

“What did we do in the art room?
We did a story, and after that we |
did a lino print with Wwipit,
Yalmay, Sally and the other
| teachers. We printed fish, birds,
butterfly on lino. Then we carved
it. Then we printed on the paper
| Then we stuck It on the wall.”

ance Peaguer Hurruvutthun

Fig.3.6 School Print Workshop.1988.
(Literature Poduction Centre, 1988, p)3
(Yirrkala School Literature Production CenfPdotographer D Salvesjro

The journal of the activities included daily reports with examples of the prints
produced.The subject matter of the prints tended to feature totemic fish, birds,
animals and plants on a background of clan spe¥ificy 8AQ th&cbmmunity had
instigated the project, the activity reports were featured in the local newsletigtana
Dhawuy accanpanied by images of the waskeing producedrigure 3.8 The print
workshop had provided an opportunity for many of the participants to display their
carving skills and artistic abilibhg evidenced ithe image of the shatlexecuted with

a keen sensef perspectivemid top rowabovethe article in Figur&.6).
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LY GKSANI FAYIf NBLER2NI (GKS G§SFOKSNB O2yOf
happy and interested in being in this workshop and to learn new skills and develop

Yy Sé | o(Kuhupitigh, a@muru, W, Munyarryun, B et al., 1988, p\Slhe

teachers reported that the workshop had highlighted issues that needed to be

considered in planning future workshops. Although most students said they would
welcome another workshop as they were ke £ S Ny Y2NB = 20 KSNR&
by the way the workshop was organised as they thought the other students might

f I dZaAK |G (Yuk@rghy, MayidrQW, Munyarryun, B et al., 1988)p.81

Most importantly, the students had enjoyed the exaeiandearningabout their

languaye, their culture, their totemstheir Y A vy &gl th&ridjalkiri.

When asked who she considered was most responsible for directing the ongoing focus
on print workshops and instigating the exploration of the various foofgrintmaking

at the School, Wearne was quick to point out that it was usually a Yolngu initiative. The
community were the driving force behind the projectgth the teachers and other

balandaassising with the logistics of the progranmplementation(Wearne, J, 2013

A few years latethe Yirrkala Sabol experienced anotheexample of the community

and teachersnitiating a collaborativeprintmakingprojectemploying# o 2 6 K g & &4 Q
learning to promote cultural awareness and artistic expressid® project arose out

of the friendship betweemMandawuy Yunupinguhe lead singer of popular Aboriginal

rock band, YothtYindiandfellow rock star Jimmy Barndglandawuyhad been

headmaster of the Yirrkala School from 1989 to 1864, following a visito the

schoolby Barnes and his familly August 1992, a Sister School relationship was set up
between Yirrkala School arlde school attended by I NJd&igh@rst the GibGate

School in MittagongNSW As explainedby Naminapu Maymuru in an article in the

local newspaperthe objective was to foster relationships between Yolngu and

balanda

On Tuesday 250f August, we had the launch of the Sister School Program

08 W20SNI ¢AOlYSNE aAyAadSNI 2F ! 62NRAIA
GibGate School in Mittagong, NSW. We talked and exchanged our

knowledge, stories and culture through a satellite ligk live on air thanks

to modern technology. This talk was led by Mandawuy Yunupingu, the lead

singer of YothwYindi at Yirrkala and by Jimmy Barnes and his wife Jane at

GibGate. The two singers are behind the Sister School scheme to break

down the barrers between Yolngu anBlalanda We thought some of the
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students would be nervous and shy, but they performed very well. One of

0KS aiddzRSyida dFrftl1Ay3a 6Fa D2NNYKF 2y a.
YR LQY LINRBdzR G2 06S LJ NI.I&culdlk&id &a & OK2 2
say thank you to the teachers, both Balanda and Yolngu for putting
SOSNEBGIKAY3I (23SGKSNY LQR |faz2 fA1S8S G2
for being sister school. Goodbye. Nami Maymyltiterature Production

Centre, 1992, p.13

Lino Cuts

Libby Turner is the craft
teacher at Gib Gote School.
She has been visiting her
sister school here at
Yirrkala and hos been
working with Yirrkala kids
teaching lino cutting. A
calondar for 1994 is being
printed using the students
work . The calandor is

4 Y UTANA D HAWU $§ ept 1993 W U S ept 1993 5

Fig.3.7 Linocut workshopwith GibGate teacher Libby Turnefl993.
Yirrkala School, SeptembéLiterature Production Centre, 1993

LibbyTurner, an art teacher from GiBate School, visited Yirrkala in 1993, to run print
workshops. The linoprints produced by thidents were usechithe production of a
calendarthat went on sale through the Literature Productionr@e at the School,

(Figures 3.7, andFigure3.8, p.1229. Some of the students who were involved in the

production of the linocuts for the calenday, iOf dzZRA Yy 3 bl YAY !l LldzQa &2

went on to continue printmaking through the Print Space at the Art Centre.
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mffﬁ:m,ﬁﬁﬂmwmvmwy lino prints by children of yirrkala community school

Fig.3.8 Yirrkala School Calendd994.
(Literature Production Centre, 1993

Workshops and Artist in Residency Programs

From the late 1970s Yolngu artists from Northeast Arnhem Land have been invited to
participate in Artist in Residence programs at tertiary institutions. Exposure to Western
art practice inevitably impacted on the aesthetics of Yolngu art and consequently
influenced art production at Yirrkala. This is evident in the outcomes of the following
residencies that involve¥olngu artists in printmakingdarritjin and Banapana

Maymuru at the Australian National University in 1978; Banduk Marika at Canberra
Schoolof Art in 1984, Flinders University in 1986 and University of Wollongong in
1991; Naminapu MaymurWhite at Australian National University 1989,2000 and

2012.

The following extract from an article written in 1981 by J V S Megaw, head of the
Disciplineof Visual Arts at Flinders University, provides an insight into the concept of

artist-in-residence programs:

There is nothing new in the concept of artistisresidenceg or poetsc or
actors¢ or musiciangn-residence, for that matter but the implicatons
behind such a title are perhaps less usually considered. Thearbst
whatevert is brought from 'outside' to practise his or her art within a
social or cultural context that is not his or her own. The situation is then by
definition artificial, thepurpose being either overtly to offer artists an
opportunity to execute their art untrammelled by 'normal’ needs and
distractions or, often, almost covertly, the artist may be seen in, or
required to perform, the role of teacher to those of a very difigreultural
background or level of skill. What is perhaps, strangely, not at all common,
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certainly in Australia, is the extension of the ariistresidence concept to
Indigenous artists and craftsmen of the Fourth Wo(Megaw, J V' S, 1981

In relation to his last comment, Megaw went on to identify the residency of Narritjin
and Banapana Maymuru at Australian National University in 1978 as a significant
exception, & it was the first example of a Yolngu artist being invited tdigipate in
such a program. Thaesidency expanded to encompass the first collaborative
printmaking workshop at a tertiary institution inwohg a remote Aboriginal artist,

Narritjin, workng with the Head of the Print Workshop, Jorg Schmeisser.

aS3al g dzaSR GKS GSNY WiNIYyaadgAz2ylrft NIQ :
LYRAISYy2dza I NIA&AdGa |G adzOK NBAARSYOASaA |
2 NJ a NB Ay i S 3 ndulis SfRuturd: cbidiaét giving s&to new art forms such

as acrylic paintings of Western Desert artists or the taking up of already established art
forms or styles by peoples of the Fourth WordMegaw, JV S, 198h S3 | 6 Q&

concept applies to this dissertation considering the fact that the Yolngu have adopted

an art form introduced by their colonisers and have used it to suit their purpose of
educating angreserving their culture. Artworks produced during each of the

programs are referenced to illustrate the innovative manner in which the Yolngu

artists have used printmaking to reproduce their traditional iconography and to tell

their stories In so doingheyhave created afornoff Wi NI yAA GA 2yt | NI Q¢

A philosophy common to each of the Institutions was to provide programs that would
nurture crosscultural exchange between the visiting Indigenous artists and the
students in their art schools. Thikapter describessignificantprograms that

succeeded in fulfilling that objective atige Yolngu concept of sharing knowggsl
0KNRdzZAK Wo20.K gleaQ fSkNyAy3

Jorg Schmeisser

Jorg Schmeisser (1942012) was one of the first printmakers to interact with

Northern Teritory remote Indigenous artist$davingstudied in Germany and Japan,

% Megaw refers to the definition put forward by Nelson Graby@raburn, NHH, 167/p.0,2 ¥ WC 2 dzNIi K
2 2 NJcd@riging all those native peoples whose lands and cultures have been engulfed by the nations

of the First, Second and Third worlds and as such have no countries of their own and no power to direct

the course of their lives.
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Schmeissecame to Australian 1976to take up a Visiting Fellowship at the

Humanities Research Centre at the Australian National University. He travelled to
Canberra via the north ofustralia where he visited Arnhem Land with the local rock

I NI SELISNISZ DS2NBS / KIf2dzLdlF & { OKYSA &aSN
guide Albert Waradjima, a local Djambarrpuyngu man. As was his custom, Schmeisser
travelled with small etching plaseonto which he could draw directly. After watching

Albert working on a bark, Schmeisser offered to show Albert how to scratch his designs
into an etching plate using the drypoint technique (see Addendum: Print Techniques).

He believed this could have beénK S WFANEKE G SEOKI y3IS 2F (y24
(Schmeisser, J, 1998011). Schmeisser recalled Albert commenting that it was just like
doing his bark painting and whentBeeisser suggested that by doing this, you can

GKSY LINAYy(d YlIye LAOGAZNBaA FTNRBRY AGXZ !'f06SNI
(Schmeisser, J, 2001 This research revealed thatf 6 S NJiidd and th&dor@nients

he made were to be often repeated in initial interactions between printmakers and

Yolngu artists. Schmeisser was to experience such a reaction to a printing technique
againin 1978, when he introduced Narritjin Maymuru to etching a& thanberra

School of Art.

Narritjin and Banapana Maymuru at the Australian National University

In 1978, the Australian National University awarded Creative Arts Fellow/tuips

Narritjin Maymuru and his son Banapana Maymuru. The invitation had been testiga

by anthropologist Howard Morphy, who had worked with Narritjin while carrying out

his doctoral thesis fieldwork at Yirrkala in the early 1970%s part of their fellowship

the recipients were expected to give talks and tutorials forahéhropologystudents.

Narritjin and Banapaneere also invited to participate painting workshopsThe

residency was to culminate with an -@ampus exhibition of the bark paintings and

OF NBAy3a blFNNRG2AY YR . FylFLIyYyl KleR: ONBI |

*® TheANUCreative Arts Fellowship was established 965 at the instigation of Dr 8 Coombs, ANU
Pro-Chancellor, teencourage creative work in thert& in Australialn 1996, it was renamed the H C
Coombs Creative Ariellowship in recognition of DR Y 6 Qa O 2 \eliowskigs duérd fileff by C
invitation rather than by public advertisemenwith thefellows selected by the Vie€hancellor in
consultation with an advisory committe&@he Fellowship was intended for experienced artists with
recognisedorofessional standing in their community and included Indigenous artists from a traditional
backgroundResearch School of Humanities and the A€4,2).

I 26 NR a2 NLIgon@dy méakiSyér aalysis of the artistic system of the Yolngu of
North-east Arnhem Land, was submitted for the degree of Doctor of Philosophy of the Australian
National University in December, 19{Morphy, H, 1977h
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When Natrritjin Maymuru, together with his son Banapana, was awarded a
Creative Arts Fellowship at the Australian National University in 1978, it

gl a GKS Odz YAYlLGA2Y 2F | ftAFSGAYSQa |
provided another opportunity for hino engage with the wider Australian

community in persuading them of the value of the Yolngu way of life to

ensure that their rights were recogniseg@/orphy, H, 2007, p.238

O

During the residency, Morphy suggested that Narritjin and Banapana might also be
interested in exploring some of the facilities available at the Canberra School of Art,
located on the campus grounds. Morphy and the Head of the Research School,
Anthony Forg, approached Schmeiss&ho wasat that timeHead of the Print
Workshop, with the suggestion that the visitors try their hand at printmaking. Recalling
his previousenlighteningexperience with Waradjima in Northern Australia, Schmeisser

readily agreedMorphy, H, 201}

{OKYSAaaSNRa Faaz20Alt A2y gAGK 020K RSLI NJ
Research Centre and the School of Art. He visited Narritjin and Banapana in their
studioandwatched them work ortheir barks Schmeissethen aked if they would be
interested in working with him to explore the process of etchifigis was at a time

when Aboriginal artists from remote communities had little if any involvement in
printmaking and it was certainly amfamiliar practice to the Yolngu artists. Narritjin,

who saw himself as a professional artist in the Western sense with an interest in all

things to do with the technology of art production, was keen to try his hand at this

unfamiliar procesgMorphy, H, 2012

According to Schmeisskispersonalexperience ofvorking with Narritjin and
Banapanavas one that involved reciprocal exchange of knowled{fg&chmeisser, J,
2011). Considering neither Narritjin nor Banapana had any knowledgbee¥arious

print processes available, Schmeissgggested etching as he envisaged the Yolngu
artists could readily applghe crosshatching used in their paintin this technique
Aware that Narritjin had experienckeworking with new materialsvhenintroduced to
crayon and paper by the anthropologist Ronald Berndt some three decades earlier,
Schmeisser suggested they first draw lines on the plate with pencil. He proceeded to
explain each of the stages to them and demonstrated how the enasshing could
achieve textures of different densities. Narritjin was quick to see the potential of

achieving variations in contrast with different ways of infillidg they progressd he
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began to raise question®¥ g K& g2dzf R @2dz ¢l yd (G2 VYdn1 S LIN
82dz YIS Y2NB (KIy 2yS LAOGdzZNE FTNRY UKAAZ
KIS Y2NB {KKSEhnmeigs&, J12010 (i dzNB K Q

| pointed out that one of the great qualities of printmaking was that now

you have something not once but fifty times so you can reach fifty geopl

FyR @2dz Oy YI 1S FATOe (GAYSa (GKS Yz2ySe
printmaking did not really interest hinfSchmeisser, J, 20111

The process of mechanical reproduction also raised the issues Béattaal property

and copyrightNarritjin perceived the act of printings someting that was taking the
production of the work away from the hand of the artist. This experience coincided

with Wandjuk Marika championing the Yolngu concerns relating to the breaching of
intellectual property and copyright of their desigrisThe exercisevas further

complicated when the artists reacted with surprise at seeing thegenbecome

reversed in printingr, as Narritjin2 0 8 SNISR> Wi K SQSshxisset, J,6 | & |
2011). This was another reaction that was to become familiar to those printmakers

introducing printmaking teleniques to remote Aboriginal artists

Faced with these challenges, Schmiesser became acutely aware of the complexities
associated with appropriate use of design in Yolngu art and the cultural differences

that exist in the approach to art:

L &l A Rriw thistandss&atcR into the plate and we put it in an acid, it
oAGS&ad® L ¢6layQid &adz2NE K2g YdzOK 2F GKAaA
absolutely willing to do what | had suggested. | then made the first stumble

which quite clearly indicated to me that we veetalking about different

GKAYy3aY L adz23aSadsSR (KIFI{d GKS& n@2dz R | f
crosshatching but slightly oblique and Narritinsa:a b 2 ¢ ® 2 KSy L
askedwhy notZHS NB LI A SRY & ¢henaskédd@s K/1200Q aYy Ayy2Sid ¢
yoursZ andcdoes it matter2 | knew too little about their work and they

knew little about the Western. | was not there to steal something or copy
something but to do something that | thought would be successful. It was

obviously something completely differgmot only the sensitivity that it

is not just dots but that it may be a map or even the fawvas something |

was completely unaware of at that tinend, | think, so too were my
colleagues(Schmeisser, J, 20111

Brg F YSSGAy3a 2F GKS ! dzaGNIEAF [/ 2dzyOAf F2NJ GKS 1N
campaign for copyright protection of Aboriginal art.
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Having recently come from Europe and working EBuropean way, for Sateisser it

gt a ljdzAiGS | O0OSLIilotS GKIG WAT &2dz t A1 SR |
I YR K S@Bch@eiséeR J, 20ji Schmeisser admitted that he failed to

I LILWINBOALF UGS WogKIG GKS Fdzaa ¢ba Fo2dzi AF L
Narritjin explained2 { OKYSAaaSNJ dKFd G2 GKS | 2fy3dz

2 NJ R 2thiagtiRere were deeper meanings of a sacred nature within the markings.

Narritjin went onto enlighten Schmeisser furthéy describing how the Yolngu

patterns contain knowledge relating to laws, identity and connection to country and
explained that Yolngu can onlgplicated KSANJ 26y Of I yQa | yR y2i
markings. They went on to discuss the differences between &viesind Yolngu art.

{ OKYSA 434SN RSAEONANOSR (GKS gK2tS SELISNRSYyO:
O2YAy3a (2 ILIWNBOAIFGS (GKS 2(KSthmeissedas f f & =
very conscious of the importance of allowing an artist to make tbwin choices.

During the workshops he was careful not to attempt to influence Natrritjin in any way

and found that Narritjin was happy to experimgi®chmeisser, J, 20111

In his prints, Narritjin chose to depict totemic animals and sacred spirit figures central
to Manggalili creationtsriest subject matterthat was in keeping with that of his
barkpainting (Figures 3.9, 3.10 aBdL1, p.18). Of the plates Narritjin created two
featuringfigurative representations of animals and birds of his Yirritja moieiyures

3.9 & 3.10: koelcuckoo(guwak), emuo Y | U ghariitootd ¢ | Yy Q andzpskind
(marrngu).The other Figure 3.1) hasa mokuyor spirit figure.Considering the

sensitive issues surrounding the use of sadrell y @NauiitEnAvas careful to only

createworks that were opert able to be seen by outsiders and the ninitiated.

According to Morphy and Schmeisser, it was primarily Narritjin who worked on the
etchings. Banapana may have helped with some of the animal etchings but the public
mokuyfigurewasSy &t A NSt & b | K\dphy,adHA 20 Q2Schn@iNssri Ji 20021 y
Referred to adan in the NGA CollectiofNational Gallery of Australia, 201 Morphy
identifies the figire asNyaplingu,the Manggalili clan femal&Ancestral @ator being.

The use of this design is limited but not restricted, as the figure represents a public

statement of clan identity.
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Fig.3.9 Narritjin Maymuru,Yirritja animals and birds
Etching proof, 22.4x20cm, 1978
(Courtesy National Gallery Australia, NGA 86.2373)

Fig.3.10 Narritjin Maymuru,Bandicoots
Etching proof, 20x25cm, 1978

\

Fig.3.1 Narritjin M

i

aymur,Man or Nyapilingu
Etchig proof, 24 8x19.4cm, 1978
(Courtesy National Gallery Australia, NGA 86.2372)

The animal printslepict the Manggalili totemic emu drthe possum, the main

Ancestral being at Djarakpi. Each of the etchings feataresshatched backgrounds

of Manggalili clary’ Ay @Mpipl8/ Suggests Narritjin would have described the design

in the backgrounaf Figue 3.10F a

Wi NI hiaukingihg purneySodithed y Q >
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possum. It is a generic design not associated with any particular place whereas the

RSaAdy Ay (GKS YARRES 2F (GKS Ll2aadzyQa o02Ri

(Morphy, H, 201}

Morphy describes Narritjin as a master craftsman who liked to learn about different
approaches to art but would not consider becoming engaged until he had thoroughly
considered all aspects of the art form and all pblesconsequences of his

involvement. Narritjin was not convinced that this was an appropriate medium and he
had not made a definitive decision regarding its acceptability. His prime concerns were
that multiples might devalue his work in some way and ttyimaking multiples

others could get access to his designs and could also reproduce mudtifiresm.

Interested in exploring how prints were madsarritjin was happy to see the end

result of the prints he had created an¢hssatisfied knowing that thewould be left

behind as a collectiarHowever at that time he had no intention of continuing with

printing (Morphy, H, 201> b I NNX { 2 A ya@a & 1NBdbideNgd with2 | A NNJ

StephenFox coming to take ughe position of Art Centre manager. Fox developed a
very close relationship with Narritjin arids recollectiorthat Narritjinwas not
interested in progressing with printing, preferring to work with the natural materials
more familiar to hima dzLJLJ2 NJi & obaepvatibhdkh@aiedritjin had reservations
about the techniqudFox, S, 2011b

Schmeisser printed several proofs of the plates using different qualities of paper to
create different effect§Morphy, H, 2012 These were the earliest etchings created by

a Yolngu artist in the context of aipt workshop Dueto lack of timethey were not
editioned & G KS& @gSNBE R2yS (26 NR GKS SyR 27
working to a deadline to produce paintings foe exhibition,Manggalili Art>® where

works created by him and Banapana during their residency, were to be shown. Nugget
Coombgyavethe exhibition openingddress at the Art School in December 1978

his reply speec) F NNAG2Ay RSAONAROGSR GKS g2i8] a 2y
26y &NaEpNE H) 2009b, p.12Mlong with prints produced by other visiting

*Almost thirty years later, in 2007,slection of the works created by Narritjin during the FeBbip in
1978 were exhibited with the works of two other prominent Australian National University Creative
Arts Fellowg Sidney Nolan and Arthur Boyd. The exhibitibhree Creative Fellows, Sidney Noplan
Arthur Boyd and Narritjin Maymuruvas heldat the ANU Drill Hall Galleand the works were described
as having a common theme focusingtbe connection between country and personal creativity
(Morphy, H, 200Y.
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Indigenous artistsh | NN& (i 2 A gfexrdw i ddtkielAyt School collectith
wherethey are considered a valuable resource for teaching and reseanchare

regularlyreproduced in publications.

Throughoutthe 1980s, Schmeisser and Theo Tremblay advocated for Indigenous

artists to be represented in the School of Art Residency program. The success of

bl NNAG2AYQa GAYS G GKS /Iy ochdaNdcongideK 2 2 €
20KSNJ LYRAISyYy2dza I NIA&adGa F2N GKS LINRINI Y
5SLI NIYSYyd 2F ! yOKNRLRE23e yR ¢NBYOf I &Q
acquired through time spent in remote communities, facilitated the movement of
visitorsbetween the Canberra School of Art, the Humanities Research Centre and the
Department of Anthropologyf OKYSAaaSNJ f 221 SR ol 01 2y (K
ideas and expertise of Aboriginal and ra@horiginal artist¢hat took place withirnthe

Canbera School of Art and the first real step towards translating traditional ideas and

F2NXYA Ayili2 GKS ySg (SchmgisedrJA896,DF0 LINA Y G YI 1 A

TheoTremblay

Tremblay was appointed to the staff of the Canta School of Art in 198ind is
ONBRAGSR ¢gAGK L FE&Ay3a | LAZ2YSSNAYy3I NRfS |
with Aboriginal artistsbut also the wholeAboriginal printmaking movemer§Grishin,

S, 1994, p.145). Schmeisser and Basil Hall also acknowledge Tremblay as responsible
for establishing contacts with many of the northern Australian Aboriginal communities
YR AYAGAFGAY3I NBY2(GS | diliResideredrertblayivias a (0 2
passionate aout working in collaboration with Indigenous artists following his

experiences in his native America. His involvement with Australian Aboriginal artists
began in 1983 at the Canberra School of art when he instigated a privjacd, Maru

(Black Hands), tmake printmaking facilities available to both urban and remote

Aboriginal artists. Joe Croft, a representative from the Department of Aboriginal

Affairs, introduced him to Maningrida artists, Johnny Bulun Bulun and England

® Narritjin made the most of his residency at ANU. Such was his interest in the production side of things
he also got involved in the technical possibiitiffered by the University outside the arts. One such
opportunity was provided by the Engineering Departmeavitere Narritjin spent some time making
spearheads beforeik departure(Morphy, H, 201p
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Bangala, with whom he collaboratd¢o create the first\lithographic prints to be made

by remote Aboriginal artistéTremblay, T, 1992, p.19

At the Institute of Aboriginal Studies Biennial Confereddggriginal Arts in

Contemporary Australidyeld at the National Gallery of Australia in 1984, Tremblay

drew attention to the lack of support for remote Indigenous printmaking. On the final
day,during a discussion on marketing strategies involving a panel of art advisors and
gallery directors, Tremblay was surprised that no mention was made of Aboriginal

prints or printmakers. He askewdhy there was not more being done in Australia to

promote prntmakingby Aboriginal artists. The hostile reaction to his comment came

as a surprise, until he realised from the ensuing debate that most of those present

GSNBE y20 aa20AF0Ay3 WLINAYGAQ gAGK (GKS f,
to, but rather with mass produced reproductiotisat they considered would degrade
Indigenous art. Furthermore, he perceived a reluctance to experiment with an
AYUNRRddzZOSR NI F2N¥Y GKIFIG 61&a y20i 02y aiaRS|
that printmaking hadhe potential to provide another income stream for remote

artists, while helping to promote Indigenous artists and their work, and foster better

communication between culture@remblay, T, 2010

It was at that conference that Tremblay met Banduk Marika and, impressed by her
work, invited her to work with him at the Canberra School of Art. They were to share a
long working relationshipTremblay introdued Bandik to new techniques and
collaborated with her on some of the most significant works produced by her during

future residencies at the Canberra School of Art.

BandukMarika at Canberra School of Art, 1984

Banduk started her printing career in Sydney in theye1980s under the guidance of

Jennifer Isaa¢saacs, J,20)® ¢ KS& KIR YS{i GKNRBdzZAK . I yRdz
had known Isaacs since they had worked together on the AboriginaBA&sd. When

Banduk moved to Sydney with her husband and young family she sought out Isaacs as
someone who knew her family and her story and who might help her find

SYLX 28YSyido® ! g NB 27F . Iy R dawsian# aNdsistérioA O K-

Wandjk) and realising the extent to which Banduk was mgg$amily and country,
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Isaacencouraged Banduk to paint. Banduk initially was reluctant to do so, insisting

that even though her family were artists she was not. Isaacs asked her to draw
somethingandW & A YLINB & a SR ¢ K Stile modt he&uti)l stdthNP R dzO S R
drawingt 2 dza & R NJ &lgaacs,y, 20)B\yiQvad ntt practical to get bark for

her to paint on, Isaacs suggested Bakhy carving on lino. Banduk felt comfortable

with this as itwas reminiscent othe wood carving her sisters did back horBée

attended print workshops at the Willoughby Community Art Centre and at East Sydney
Technical College. As her works became knahe was invited to participate in a

number of group exhibitions around Sydneyt KS FANBRG o6SAy3a G {SI
Sydney, during the NSW Women and Arts Festival in October 1982.

In May 1984, Banduk accompanied Isaacs toAheriginal Arts irContemporary
Australiaconference. Isaacs saw this as an opportunity for Banduk to meet the pivotal
people involved in the Aboriginal art scene at the time. Banduk had with her a folio of
her current production of black and white linocutghich she was skng for thirty

dollars each. Tremblay and Vincent Megaw from Flinders University were amongst
those who took an interest in her prints and were to go on and play a role in furthering

her printmaking careefisaacs, J, 20).2

¢CNBYofle alg LRGSYGAFrE Ay . FyRdzZl Qa aAyYLX} .
would be interested in coming to the Art School to work with him and experiment with
colour. The two weeks they spent working togethesutted in what Tremblay

described as a sharing of knowledfat motivated him to experiment with

innovations in materials and technique:

The more | talked with her the more interesting it got. We could work

together for hours saying nothing and suddenly blossom with all sorts of
AYVF2NXYIEGABS O2y@SNRBFGA2Y X LG ¢l a t20S¢
T for all posterity; the piece of artworkwas the product of two people at

one moment in time. The fact that we were using western presses and

western pigments and western papers began to propose problems as well

as possibilities. We used haigdound pigments and mixed them with

linseed oil. We ied other oils and varnishes that were eucalgaised.

tKSe aYStid 62yRSNFdzZ o0dzi L RARYQU (1y2¢
(Tremblay, T, 1989

The first small linoblock Banduk worked on with Tremblay featured a hgamfgjur).

Tremblay initially printed it in black and white and then, to demonstrate that it was
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possible to print in multiple colours, he showedBak how to overlay it with colour

usingthe reduction linocut technique ¢ Addendum: Print Technique8anduk used
ochre-like colours of red and yellowutlined with white linesas intraditional painting

The print Marrma Gayntjuri(two herons)wasT S| 1 dzZNSR Ay Lal | 0aQ wm
Aboriginality(Figure 312, p.135).

Fig.3.12 Banduk MarikaMarrma Gayntjurr
Reduction linocut, 178x118mm“3tate, 1984
(Image courtes\NGA, collection No. 6762487.621. Photograph Salvestrd

Fig.3.13 Banduk MarikaDjanda and the sacred Waterhole
Reduction lingut, 53x30cmEd. 1984

(Image cairtesy NGA Collection, No.9915385.5RBotograher D Salvestrp

Their experiments with colour linocuts culminated in Banduk producing the colour

reduction linocutDjanda and the Waterhol@=igure 313. This printeceived
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widespread acclaim for the manner in which Banduk had succeedegiaducing, in

print, the effect of a Yolngu bark painting NS Yo £ I @ R S OdyA 01jSdzS Aty R
probably one of the most advanced colour prints of its type for an Aboriginal artist
complex and B | dz{i XTFedzblay,T, 2010

Morphy commented orthe technical accomplishment of reproducing the traditional
flr@SNAYy3 STFSOG 2F 02t 2dz2NA FAYAAKSR gAGK
sequence of colour mting that would highlight the brilliance of the white in order to

O2y @Se (KS &LIA NRA(MorphyfH, 1998, y' @8z | SAaGKSGAOAQ

During the course of their working together, Banduk had revealed to Tremblay that her
brother Wandjuk wasot happy with her employing techniquethat was not

Wi NI RQ G 2 yNB LiaRaRicnd§rapbyNeniblay, T, 2090Alluding to the
Western perception of a work of art standing on its own, Tremblay suggested that the
medium was irrelevanivhen the artististrying to convey a message. He pointed out

to Bandukthat the unique feature of the print medium its multiplicity and

consequent accessibility enabled greater dissemination of knowledge and this

would be an asset in her endeavourgmmote the survival of her culture through her

art (Tremblay, T, 2000

Tremblay reported that although Wandjuk had initially expressed displeasure at

Banduk waoking with printmakingpn sightinghe Djanda and the Waterholgrint he

personally conveyed his approval to Trembf@semblay, T, 20)0Wandjuk

considered tle coloured printsy 2 NB | OOSLJil 6t S GKFY . FyRdz ¢
prints asthe results werea closer representation aheir traditional ochre-coloured

clanpatterns

The intervention of mechanical reproductioiid not appearat this stageo be of
concern to Wandjuk. idoverridingconcern waghat the clan designs be accurately
replicated. There is no evidence that at this time Wandjuk harboureddbecernthat
wasto become an issue at Yirrkala with the ddtshment of the print workshop
regardngthe disconnectedness from the spiritual in the user@chanicatechnology
to reproduceY A Yy eéHecb@&ihued to haveconcerrs regardingthe misappropriation
andreproduction ofAboriginal clan designs by others without permissermg the

potential for outsiders to disregard intellectual copyright and inappropriately use
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Aboriginalclan designsAs he had articulated in 1978t is not that we object to
people reproducing our wdk, but it is essential that we be consulted first, for onlg w
1Yy26X YR 2yfeé gSQdhsgn, \BRgES LISNXYAAAA2Y D

Banduk Marika Artist in Residence, Canberra School of Art, 1985

Eager to have Banduk continue working with him at the Art School, Tremblay

approached Udo Sellbach, Director of the Canberra School of Art, and Jorg Schmiesser,
Head of the Printmaking Workshop, with the proposal for a print residency for Banduk
(Tremblay, T, 1995, p.5Banduk returedto the Canberra School of Art later in 1985

as an Artist in Residence with a student scholarship and a stipend from a special

studies grantTremblay also secured a commission from the Australian National

University to subsidise the editioning of her wofksemblay, T, 1989, p.23He

Syg@gral 3SR SEOAGAY3T LIaaAoAfAlGASE NRA&aAyY3
man and an Aboriginal artist working on limit&dR A A 2 ¢Trernbg, ¥, 2G)@

Keen to address the fact that most remote Aboriginal artists were not aware of the

potential of print mediahe arguedhat prints as an art form should be made available

G2 ' O02NAIAYLFE FNIAAGE 6K2 WKIFIR GKS AYIF3AS:
0 K S(¥rémblay, T, 1989, p.25Tremblay made the observation that in general the

prints being produced by remote artistsg K2 Y KS NBEFSNNBR (G2 | &
Aboriginal artists § SYRSR GREMWATG Ny I t BNI RAGAZ2yaQs |yl
printmaking offered the less traditional artists the opportunity to express themselves

Wi tyY2ad oA0KRzeddlay,J21983,pR3 Ay G Q

David Williams, Director of the Canberra School of Art from 1985 to 2006, saw the
involvement of remote Aboriginal artists in the visiting artistegmam as an initiative

GKIG Syrof SR WI ReylYAO SEOOdx HidzN2T HRIY
(Williams, D, 1996, p)4Such programprovidedthe visiting atists with newly

acquired skills that they could take back to their communities. The issue of lack of

funding resulted in the program stalling at the end of the 1980s when the Department

of Aboriginal Affairs removed support for the extra costs involvezhgaging

Indigenous artists from remote communitieArtists rarely travelled alone and were

usually accompanied by another family member or group, which added to the already

considerable expense associated with the long distances. Williams regrettethéhat
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visiting artists program at the Canberra School of Art was curtasesl result of the

funding cutgWilliams, D, 201

Flinders University Art Museum Artist in Residency Program

In addition to the Canberra School of Art residency and workshops, in 1986 Banduk
was invited to participate in an Artist in Residency program at Flinders University,
Adelaide(lsaacs, J, 20)2At a time when Aboriginal art was not yet fully accepted as
part of the contemporary art scene, the vision of Prof JVS Megaw resulted in the

Flinders University Museum in Adelaide being at the forefront of collecting and

promoting Australian Indigenauart®* Ly M1 dZ FY2GKSNI AYAGAL (7

realised with the founding of the FUAM Artist in Residence Program. This was
supported by Robert Edwards, Chair of the Aboriginal Arts Board, and John Kean, the
resident art adviser for Papunya Tula Agid¥legaw explained the thinking behind the

program:

It was felt that it would add an invaluable dimension to the "teaching” of
Aboriginal art to experience the benefit of learning from those whose art it
was. Since there was and ist a perceived need anmgst several
Aboriginal groups for training opportunities in Whitefella's art techniques,
such smaikcale residencies offer a chance for artists to learn something,
not only of such new techniques outside the often intimidating context of a
formal art sclool, but also experience the organisation of a small artists'
studio/workshop.(Megaw, J.V.S., 1988)

Grants in support of the program came from the Aboriginal Arts Board of the Australia
Council, the Australian Institute of Aboriginal Studies and the Vs Discipline of
Flinders University. Therogram, which took place between 1979 and 19@®olved a
series of shorterm residencies for Indigenous artists of diverse backgrounds. Banduk

al NA1l Qa NBaARSyOe thasgof athgryborginal artiste I O S R S R

remote Top End communities, including Bede and Francine Tungatalum from Tiwi

®! Associte Professor of Visual Arts and Archaeology at Flinders University, Megaw and his wife, Dr M
Ruth Megaw, were both scholars wifoom the late 1978, had shown a keen interest in Aboriginal and
Torres Straitdlanderar 2 A G K aS3l gQa S sidpaizied dEsBnénts in2ABoridinkl S
and Torres Strait Islander athe University incorporated topics on Aboriginal art in its curricylum
becoming the first Australian University to do so. The Flinders University Art Museum (FUAM) was
formally estabkhed in 1978 to house an expanding collection of art. As a reflection of the widening of
teaching interests, the collection which had originally centred on prints by European magtietdy

grew to encompass prints and paintings by Aodigenous Austi#é&ns, Aboriginal and Torres Strait
Islanders and other Indigenous peop(&$inders University Art Museum, 2012
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Islands in 1980 and David Malangi (182999) from Ramingining in 1982. The works

LINE RdZOSR RdzZNAYy 3 (KS NBAARSYOASa Ozyid NR o6 dz
and Torres Strait Islander collection. As Megaw had envisaged, the residencies lent
substantial encouragement and support to Indigenous arts practice, as it gave artists

the opportunity to learn new techniques in a studio and workshop experi¢maewas

not readily available to most of them in their own communit{Enders University Art

Museum, 2012

Fig.3.14 Banduk working on a linoblo@ad pulling a print aFlinders University, 1986
(Images courtesy of Flinders University Art Museum, Adelaide, Aujtralia

Banduk produced a series of linoqrints (Figure 3.14duringher residency at
Flinders and, as part of the reciprocal exchapg#gosophy of the residency program,
was invited to participate in a cooperative venture involving the production of a
painting depicting two versions of a brolgaone Aboriginal and one neAboriginal
(Megaw, J V' S, 1988 he association with Flinders University was ongoing, with
Banduk being invited b&dn 1988 to talk to Visual Arts students about her personal

experience of developing her art in contemporary Australia.
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In 1988, Banduk was offered another two week Artists Residency at the Canberra

School of Art, funded by the Department of Education Bnaployment Training

(DEET). Due to family commitments (she had returned to Yirrkala following her brother

2 yR2dzl Qa RSFGKO IyYyR (GKS FI 04 (KIG aKS KI
Centre at Yirrkala, she declined and recommended the residemojffered to

Naminapu Maymuru White.

Naminapu MaymurdWhite at the Australian National University

Naminapu took up the ANU residency in 1989, finding it an exciting opportunity to
expand her knowledge of the linocut technique and to learn other ways of producing
Yolngu arf{Maymuru White, N, 2012 She was one of the first Yirrkala artists to be
introduced to lithography, pducing two lithographdNuykal at Wayawu | and II,
(Figures 3.15 & 3.16) featuring Mamgalili clan totems and” A 'y’ @ T, A
collaboration with Tremblaysheproduced a black and white linocut triptych,
NyapilinguWapitja, alsoreferred to asThe Saed Digging Stickiptych (Figure.3.%,
p.139).

Fig.3.15 Naminapu Maymuru WhiteNuykal at Fig.3.16 Naminapu Maymuru WhiteNuykal at

Wayawu | _ Wayawu |l
Lithograph, Ed.50, 1989, CSA LithographAP1989, CSA
(Image courtesy National Gallery Australia, (Image courtesy National Gallefystralia,
Canberra. NGA. 90.656) Canberra. NGA. 90.6p7

Asthe subject of her triptychNaminapu chos¢éhe most importantfemale ancestor of
the Manggalili clan Nyapilingu,ashad Natrritjin for one of the etchings produced
during his residency in 1978. In the top panel of the triptydiapilinguis shown
carrying hemwapitja, or sacred digging stick. The diagonal croskersecond panel
represents string spun from possum fur wacross her torso as a symbol of her

importance. The animals in the bottom panel are the totemic possums. The composite
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shape of the three images reflects the shape of Wapitja itself and each image has a
background of finely crogsatched Manggalili clax A Y @TQdib&dk and white
triptych, commissioned by the Art Centre advisorgbien Fox, wasditioned by Theo
Tremblay at the independent print workshop, Studio Ohim Caberra.

Fig.3.17 Naminapu Maymuru White\lyapilingu  Fig.3.18 Naminapu Maymuru Whitd\yapilingu
Wapitja Wapitja
Black & White linocutriptych.Ed.50, 1989 Colour Reduction linocut triptych.Ed.50, 199¢
Dimensions of panels: Top: 45.8X20cm. Mid  Dimensions of panels: Top: 45.8X20cm. Mid

45.4x20cm. Bottom: 45.6x19.6cm 45.4x20cm. Bottom: 45.6x19.6cm
(Courtesy National GalleAustralia NGA (Persoral collection & photographer D Salvestr
94.1300.AC)

Tremblay visited Yirrkala in 199& the invitation of BandukWhile there he was

offered the opportunity of furthering his wéing relationship with Naminapwhenhe

was approached bifox with the idea oNJS LINE2 R dzO A y Wyapilingtingtlit lndzQ &
colour. Tremblay thought this an exciting prospect and discussed the feasibility of
working on a coloured version with Basil Hall. Two years later Hall went to Yirrkala with
the original blocks and worked withalshinapu toreplicatethem in the colours of her

choice. Naminapu built up the layers of ochre colours and black in such a manner that

®%n 1983, recognising that there was a need in the Canberra region for editianthgrintmaking
facilities independent of the Canberra School of art, artist/printmakers, Dianne Fogwell and Meg
Buchanan, set up Studio One. When their partnership was dissolved in 19&pdheaccess
printmaking facility became an incorporated assooiat In 1990, its facilities were incorporated into
the Megalo Print Studio to form a comprehensive printmaking facility for artists and the broader
Canberra community.
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they resembled the complex layering of paint on a bark paintgig then created a
second set of blocks for the whitarrk (crosshatching) so that could be applied last as
is done inbark painting.The lino blocksncluding an uncut block for the background
grey,were printed and editioned in 1996 by Hall and Tremblay at Studio(Bal& B,
20117). This was one of the first prints by a Yolngu female artist to incorporate coloured
sacredminy'tji designs. Althougit is consideredy’ W 2ded®yy @at is, not

restricted) the fact that Naminapu had taken the initiative to create a coloured sacred
design in a nostraditional medium is indicative of the autonomy that Yolngu women

were beginning to experience in art production.

The colour redation linocuttriptych (Figure 318, p.139) won the inaugural Works on
Paper Award at the 1996dtlonal Aboriginal and Torres Strait Islander Art Awards
(NATSIAAWhen asked whether there were issues with her reprodusiagred

Y A Y én@iine Waminapexplained:

Yaka[no] bayngu[not a] problem... We had to choose our own natural
miny'tji. (Maymuru White, N, 2012
Naminapu has affirmeber right as a senior artist to replicate her own clan design
one that she is allowed tosel & A G R3& 2 NBruxdyEISHIEBSs not contain

0KS RSSLISNI f 8SNAB ¢ A tskcretiBawledge.Ol0 SR WA Y aAR.

Groundwork

In 1996 the Canberra School of Art staged an exhibition of prints that had been created

by urban and remote Aboriginal artists during their resides@ethe School:
DNRdzyRg2NJ = ! 62NAIAYLEE | NOA&GRDthet NAy G a T
accompanying catalogue, the director of the School, David Williams described the

significance of the catalogue, the residencies, the works and the exhibition:

The publication of this catalogue has fulfilled a number of different
functions. It is timely documentation of a significant initiative, a catalogue
raisoneé, an anthology of key texts by members of the Canberra School of
Art academic staff, and an opportity to reproduce some of the most

®% Groundwork. Aboriginal Artists Prints from the Canberra School o€Arated by Jdr Schmeisser,
Theo Tremblay, Merryn Gates, Lucina Ward, was in exhibition at ANU Canberra School of Artg10 May
9 June, 1996. Catalogue edited by Nigel Lendon, Reader in Visual Arts, Canberra School of Art.
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compelling examples of graphic art produced in Australia in the past
decade(Williams, D, 1996

Reproduced in the catalogue were the Elcho linocuts printed by Tremblay in the early
Mpy nas blFNNAG2AYQa (GKNBS SUGOKAYy3IAI FAOLDS |
white Nyapilingutriptych. The catalogue essagsknowledgedhe relevance of the
residenciesto the advancement of printmaking by Aboriginal artists. The editor,

[ SYyR2y s &a4dZa3SadSR GKId GKS O2fttSOlAaz2y 27
AYY20FGA2y Ay O2yUGSYLRZNINE !'02NRAIAYIFE | NJ
WS PA RS y@ddt (RdzNF f Rey Il YA aY (LendoR, NAIPI Hp@6).&R dzl S
Schmeisser acknowledged the pioneering work of the Art School in this area and

provided a cautionary note in relation to the issues that arise with involvement in
crosscultural collaborative artcreatib® |1 S I RGAASR LINARY (i SNA (2
aSyardAgrade F2N) 0KS LYRAIASy2dza FNLIAAGAQ |
AyaSyiazyazQ YR ¢FNYSR F3aFAyad YIFI{1Ay3 R!
I LILINR LINR F GS  F2 NJ ( Kilj tNdir Hebidion Whiat subjéct, foftnbidzf R 0 -
YSRA dzY (0 #Schon&szet, d,3996, p)1Tremblay described his experience of

working with Aboriginal artists for ten years and discovering that, on the whole, they

arS WSFASNI G2 fSIENY ySs6 YSIya 2F SELINB&AA:
SEKAOAGAZY RSY2Yya&aiUNI 0SSR GKI G WLINAYOGYLEF1AY:
classic forms of Aboriginal art and is a powerful tool in the continuing growth of
contemporary AB NA 3 A v | (TrenDldyf T) DI9EE6

Gaymala Yunupingu Canberra Workshop

While working at the Canberra School of Art and at Studio One, Tremblap was
introduce other Yolngu artists to printmaking techniques. Gaymala Yunupingu 1935
2005) was introduced to printmaking and the lithographic technique (see Addendum:
Print Techniques) at Studio Qn&companied by Foxzaymalaravelled to Canberra

in 1992 to attend the opening of an exhibition of her paintesgt A Girls Own Gallery
(AGOG)Studio Onéhappened to be in the same buildiagd Fox tookthe opportunity

to take Gaymala to have her try her hand at printing. Hall invited her to take part in
lithography workshop with Jan Hogan and Judy Watbtmgan remembered well the
experience, as it was her first big print project and the first time she had worked with a
remote artist. Hogan looked to Hall for advice drelsuggested she start by showing
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Gaymala some of her work. At the time Hogan was experimenting with washes and the

lithographic technique. She recalled the interaction with Gaymala:

Gaymala saidiyou tell me what you want me to paistand | suggested

the first thing that came into my$ I Résoxhething likee Yam? She

laughed and said.  OF y QG LI Ay G G KéThen 8hg FBaQNE y 2
glakKood LG g+ a GKS OflFraaraod GKAy3d 2F LN
was my first big editioning jolfHogan, J, 2092

Fig.3.19 Gaymala Yunuping®Baru Fig.3.20 Gaymala Yunupingjaykung
Lithograph, 43x57cm. Ed.30, 1992 Lithograph, 43x57cm. Ed.30, 1992
(BukuLarrnggay Mulka8K) (BukuLarrnggayulka.8L)

In collaboration with Hogan, Gaymala produced her first two lithographs in limited

editions of 30: one featurinBaru(crocodile) (Figure 39, her Yirrifa Gumatjclan

creator ancestorand the other a Dhuwa story aboDjaykd (file snake) (Figure 3.20
GKAOK a4KS KIFIR (KS NRIKG G2 LIAYyd Fa Ad ol
to become one of the most recognisable, innovative and prolific print awists

Yirrkala.

Naminapu MaymuruWhite: Coombs Creative Arts Fellowship, 2000

Naminapu returned to the School of Art at ANU in 2000 to take up a Creative Arts
Fellowship. Her skills as a printmaker already acknowledged, it was suggested that
Naminapu would apreciate the opportunity of working with other artists and being
able to further develop her skills in printmakifigorphy, H, 2000 Naminapu
commenced the Fellowship in September, working on a group of bark paintings and
prints dealing with themes from Yolngun8estral narratives. An exhibition of the

works produced was planned for the end of her Fellowship melter, 2000.
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Naminapu was aware of the etchings that Narritjin had done while there in the late
seventies and was keen to try the technique. Morphy and the Deputy Director of the
ANU School of Art, Nigel Lendon, approached Heather Burness, one of thereat
the Print media and Drawing Workshop, to see if she would like to work with

Naminapu.

Burness recalled their meeting and the development of her working relationship with
Naminapu(Burness, H, 2013bEven though Naminapu had previously been involved

in a workshop at the Schodhis was for her a nemteraction, experimenting with a

new technique with a new printmakesosimilar issues arose as with earlier

experiences of notndigenous printmakers working with Indigenous artists. Burness

KFR fAGGES 1y26ftSR3IS 27F bltYothetthaddesrg ¢ 2 NJ
6 NB GKFG bl YAYl LJzQ4 LINSGA2dza SELISNA Sy O!
andscreeA A JNAY GAYy3Id ¢2 GF1S FTRGFEYGlr3IS 2F bl YAy
onto a matrix, Burness chose to work with one of the most direct markimgak

processes in etching, the sugar lift technique (see Addendum: Print Technigues).

Burness then consulted with Naminapu regarding the image she wanted to create and

the size and orientation of plate she preferred. Naminapu wantedkpicatea clan

story associated withhe sand crabdunyd ):

Naminapu saidd 2e have to put a crab here and a crab héleasked if

aKS 4l yiSR GKS ONI}o6 (2 0S 4KAGS 2N O2f
how important the colours were. Nami painted the crab in the sudjar li

which was white, which meant that when it was processed with the black

bitumen it became an open bite area. This may have confused her a little

T but it was very subtle and [in my eyes] very beautiful as it captured the

plate tone. In my ignorance | thight it was finished(Burness, H, 2013b

But then Naminapu told Burness that there had to be other marksome in red

ochre and some in blaak so other plates had to be cuAt the samdime they were
working on another plate with a subject that Naminapu often painted on bark and
larrikitj: Milngiyawuyt the Milky Way. This features in Mggalili mythology as a river
in the sky whih is the resting place of thendestral spirits who appear, along with
subsequent Maggalili souls, as the stars in the night sky. It is also the home éor th
Ancestral freshwater crocodil@®rint Space, 2013bA series was printed in black and

white and then Naminapu decided she wanted to do another series of the same design
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but with yellow ochre int (Figure3.21). TheMilngiyawuwy print was becoming more
complex and although some were printed in the studio with the students assisting, the

majority were outsourced for printing.

Fig.3.21 Naminapu Maymuru WhiteMlilngiyawuy
Etching,29x49cm, Ed.35, 2000
(Photographer D Salvesiro

The sugar lift printGunyan the crab at Djarrakg, F & t ST Ay O02YLX SGS
tenure was interrupted by her sudden return to Yirrkala at the news of the death of
her eldest son. It was planned thstie return to Canberra the following March to
complete theGunyan etching but she was not to return to work on the plates again
until 2011 The project was resurrected when Burness met up with Naminapu and her
husband Leon Whita 2009, at theBarks, Bird and Billabond$ symposium at the
National Museum of Australia. Naminapu expressed concern that the print had not
been completed and told Burness that the print had to be finished, especially
considering the tragic incident that had interrupted its proggelt was at this time that
Naminapu explained the image to Burness and the story associated with the sand
crabsthat play a significant role in Magalili mortuary ceremony Yingapungapu

Their presence symbolises the cleansing of flesh from the bonesleceased and

W2 LISNF GSa a | YSGFLK2N 2F  ((Mohyl BNPOMNS 3 &
p.259. Consideringhe family tragedy that had interrupted the residency2@00, and

% Barks, Birds & Billabongs: Exploring the tagaf the 1948 Americafustralian Scientific Expedition to
Arnhem LandAn International Symposium:held 16¢20 November 2009t the National Museum of
Australia, Canberra
http://www.nma.gov.au/history/research/conferences_and_seminars/barks_birds_billabongs/home
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now learning the relevance of the imagery, Burness came to appreciate the even

deeper significance of the print.

In the interim, Burness had built her own home studio and suggested that the print be
finished there Funding to cover materials artll I Y A y' | LJdzQ & thénRdcamgf O2 A4
anissu® ! yEA2dza (2 4SS G(KS LINAyd FTAYAAKSRZ
provide the funds for her travebhile the Yirrkala Art Centre agreed to subsidise the

cost of materials. Theincplates had sustained dasge over the years and required

extensive reworking. Burness worked thvem for almost a yeaand had them ready

for Naminapu when shénally returned to Canberra in May 20{Burness, H, 2013b

At this stage, Naminapu was still unfamiliar with the different outcowfehe various

print techniguesHoweve, with increased exposure tie techniqgues Naminapu soon
became more comfortable with the end results. Her visual acuity and atteno

detail impressed BurnessK 2 RSAONAOSR bl YAYl Lz Fa | Wi
things had to be done in a dain way because that is what her father had told her

WHnd so it must be continugliIShe wanted the image to look as it would on bark and

was determined to get the colours as close as possible to traditional ochre colours,

never hesitatingtotell dzNJy S&aa ¢KSy GKS &Sftf2g¢ 2N NBR
red (Burness, H, 2013b

Fig.3.22 Naminapu Maymuru White. Finishing white linesGfnyanetching withmarwat
Print; 49x29.5cm. Ed.30, 2012nagecourtesy BuktLarrnggay Mulka)
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Burnesgecognised this as ground breaking wadaminapu actually painted the

colours onto the plates with marwat for which, on this occasion, she usix hair of
Burnessher adoptedyapa to make the brush. In so doing Naminapu was complying
with the Yolngu concept that to paint the land you use the lemchaintain the

continuity between the land, t& artist and the artworkAs is done on a bark painting

and asshe had done with thé&lyaplingulinocut, Naminapwompleted one print by
painting the white outlines lastyvorking directly onto the colour proof of the print

with the marwat (Figure 3.22p.145. Burnes completed the printing of the coloured
plates for the remainder of the edan but the final detail of the white outlinegas
lefttobel RRSR G2 GKS SiOKAy3a |0 GKS t MBEYG {|
it transpired Naminapu was unable to present at the Print Space to hand paint the final
white lines onto each of thprints, so he final detail for theeditioning of thirty prints

was left toRubyDjikarraAlderton, the nineteen yea old daughter of Banduk Marika.

In training asa printmaker at the Print Space, Alderton, copied the white lines onto

acetate and then scenprinted them onto each print.

A Capital Arts Patrons Organisation (CAPO) FellovestapledBurnesdo visit Yirrkala

in May 2012and observe Alderton addith (0 KS ¢ KA GS (0 2BurbdssYy A y | LJdzC
commented thatafter twelve years the prinhad finallybeen realisedBurness, H,

2012H.b I Y A Y KGlwddatpeant was ground breaking in many wayshe had

applied traditional methods in creating a print and had seen the final detail of sacred

Y A Y Puhie®ak the Yirrkala Print Space.

2 KAES PG [ ANNJFEFZ . dzZNYySaa Ol YS$onio2 | LILINE
place. She was made aware of how important the flow of saltwater and freshwater
was in Yolngu cosmology, both culturally and environmentally. The mixing of

FTNBaKglrGSNI FyR alftdasgl GSNI Aa |faz2 dzaSR
Wo 2 0 B Qo &I tledmihd@together of knowledge. This sharing of knowledge

(@]]
m/

occurs where the watersoalesceand so is consideredraost fecund aregas it is in
reality with nature. Burness acknowledged that this had a profound influence on her
own work® (Burness, H, 20134Theirs had bee a truly collaborative reciprocal

learning experience. Burness had helped Naminapunderstand some printing

65Inspired byher Yirrkala visjtBurness created laody of workswvhichwere exhibitedin an exhibition
From Yirrkala: SaltwateFreshwater Flowheldat NomadArt in Canberra in October 201&lpng with
those works produced in collaboration with Naminapu
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processesit KS G KNBS O2f 2dzNJ LIX FGS LINRPOS&aa FyR 0
helped Burness appreciate the importance of the detail, The Y A A KAy 3> WwIASG

andthe deeper significancthat Yolngu seé an imaggBurness, H, 2013b

Conclusion

To place the involvement of Yolngu artists in printmaking in contbig,chapter

began with a general overview of the introduction of print techniques to remote artists

in NorthernAustralia. The proposal that there exists a correlation between the

collaborative nature of the printmaking process and the concept of collaboration and
Wo20K oreaQ tSENYyAy3a Ay 2fy3ddz a20ASie 4|
introduction of printmaking to the Yirrkala community as it evolved from school based
workshops to Yirrkala artists attending artist in residency programs at outside teaching

institutions.

This chapter has demonstrated that Yolngu teachers and community members were
proactive in instigating arbased programs as a means of educating the younger

members of the community. Their initiatives were facilitateddayandateachers at

the Yirrkala School who were also instrumental in encouraging community
engagementand mentorirg of students by older members of the community. The
programs were important in addressing awareness of sensitive cultural jssues

particular the appropriate use of A y &vkei &jplied to the use of an introduced art

form such as printing. These exalepof crosO dzf G dzNF £ = O2f t | 6 2 NI G A
learning projects resulted in positive outcomes for the communitgducational,

social and cultural.

The invdvement ofartists from Yirrkala in artist in residency programs was explored as
a further examje of the reciprocal exchange of knowledge that manifests through
crosscultural printmaking workshop3.hose Yirrkala artistavited to participate in

the earliest of theresidenciesvere Narritjin Maymuru, Banduk Marika and Naminapu
Maymuru White Theirexperiences played a part in the recognition and acceptance of

printmaking as a viable art form for the artists at the Yirrkala community.

The works on paper produced by the three artists during their residencies have been

recognised as ground breakingonsidering their historical significance as innovative
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Aboriginal art and their relevance in the evolution of Yolngu art, they have featured
NEJdz | NI & Ay a0OKz2flINfeée GSEGAazZ OF Gl tf23dsSa
Djanda and the Waterholenocuttravelledin Dreamings, The Art of Aboriginal
Australiaexhibition, which toured the USA in 1988utton, P, 1988, p.18B04); the

three etchings produced by Narritjin at the Canberra School of Art in 1978 were

featured in theNew Tracks @ Lan®E (2 dzZNAy 3 SEKAOAGA2Y S | £ 2y
black and whiteNyapilinguft A y 2 Odzi G NA LG OKZ FyR (G4KNBS 2
works are also represented in major Australian public collections and have been

exhibited in other significant national exhibitionghe Dreamtime Today 986,

(Flinders University of South Auslia);DNR dzy Rg2NJ] = ! 0 2NAIAY Il !
Canberra School of Ai996;Indigenous Art at the Australian National University
2009;andlslands in the Su2001.

Considering thémportance ofthe interaction between printmakers and Yolnguists
in progressing printmaking at Yirrkala, the following chapter describes individuals,

workshops and institutions that played a part in Yolngu printmaking.
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4. Workshopsand ExchangédProjects

In the previouschapterthe experiencef the first Yirrkalaartiststo attend residencies
in outsideinstitutionswere appraisedwith respectto their influenceon the
acceptanceof printmakingby Yirrkalaartists. Thereare institutionsandindividuals
who haveplayedongoingrolesin the introduction of printmaking techniquesto

remote Aboriginalartiststhrough collaborativeworkshopsheld at teachinginstitutions
or onsitein the remote communities.Symposiand conferenceaveprovidedthe
opportunity for discussingssuesspecificto Indigenousartistsworkingremotelyand
haveprovidedfurther opportunitiesfor the artiststo explorethe print processandto

then take this knowledgebackto their communities.

Thischapterconsiderghe contribution of thoseinstitutionsandindividualswho
playedpioneeringrolesin takingprintmakingto remote artists. Theirendeavoursvere
not without challengesboth logisticand artistic, which are exploredin the light of the
eventualoutcomesof the interactions.Printmakingprojectsand groundbreaking
conferenceghat haveimpactedon remote artistsare describedwith focuson two
significantcrosscultural projectsthat were the initiative of printmakersworkingat the
Northern Territory Universityin Darwinandin which Yirrkalaartists playedsignificant

rolest the 1996KaltjaBusines€onferenceandthe 1997 AustralasiarPrint Project

Introducing new Techniques to Remote Indigenous Artists

TheNorthern Territory University,now CharleDarwinUniversity hasplayeda leading
role in the promotion of printmakingin remote North Australian and Centrd desert
Aboriginalcommunitiesthrough onsiteworkshopsyesidenciesand symposiaand by
providingtrainingwithin the communities.In 1989LeonStainerwho wasemployedas
a printmakingtechnicianat the newly-foundedNorthern Territory University®
establishedhe Aboriginaland Torres StraitislanderPrint Workshop(A&TSIPWHis

first direct experienceof workingwith Indigenousartistshad occurredwhen he had

®8\When the Northern Territory University (NTU) was established in 1989, the printing workshop of the
Darwin Institute of Technology became part of the University Art Department. NTU underwent a name
change to Charles Darwin University (CDU) in 2003.
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attendedaworkshopat the CanberraSchoobf Art in 1991andwasinvited to proof
platesfor Jrg Schmeisseand TheoTrenblay. Staineralsospenttime workingwith
Tremblayat StudioOnewhere he met printmakers,BasilHalland JanHogan(Stainer,
L,20109.

Tremblayand Hallwere at this time encouragingemote Aboriginalartiststo
participatein print workshopsat StudioOne.Artistsfrom Yirrkalaand Munupion the
TiwiIslandsattendedworkshopsn etching,lithographyandreductionlinocut
techniques.Overthe nextsixyears,printmakersat StudioOneconductedworkshops
in ArnhemLand Warmun(TurkeyCreek) Indulkana(APYLands)and Utopia.ln 1983,
EnglandBangalaand JohnnyBulunBulunfrom Maningridawere the first artistsfrom
ArnhemLandto draw on lithographicstoneunder¢ NJB Y 0 duitladc@adthe
CanberraSchoobf Art. Tremblaywaskeenon promotingthe techniqueof lithography,
ashe believedthat the more traditional remote artistswould feel comfortablewith
the ideaof drawingon stoneasit wasnatural material. Whenintroducingprintmaking
to remote Aboriginalartists, Tremblaywascarefulto chooseatechniquethat he felt
would resonatewith the I NJi #adlitioaalvay of workingand he experimentedwith
techniquesto makethem more accessiblé¢o the Indigenousartists.In 1992, Tremblay
took hisstonesto Ramnginingin the Northern Territoryto experienceworkingwith
the artistsin their own communities.Tomakethe newtechniquefeel more familiar,
Tremblayinvited the artiststo paint directly on to the lithographicstonewith the
ochresthey usedin barkpainting (Tremblay,T,1995,p.24). Ashe had anticipated,by
associatinghe techniquewith a customarymaterialthe artistswere quickto pickit
up. Then,to capitalizeon their carvingabilities, Tremblaydevisedwhat he referredto
asanW¥ 2 N tdchnjgliefoscreenprintinghat involvedcarving he hadthe artists
carvethe imageinto linoleumblockswhichhe then printed onto an acetatesheet
before exposingdirectly onto a photosensitivesilkscreenThisavoidedthe relianceon
screenprintingacilitieswhich, in those earlydaysof printing, were not readily
availablein the remote communities With remote artists showingan increasing
intered in printmaking,art centres,institutionsandindependentprintmakerswere
more activelyaddressinghe logisticchallenge®f providingthe trainingandfacilities

required.
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Getting into PrintsSymposium

In 1993,the A&TSIPWvasexpandednto the Northern Territory UniversityPrint
Workshop(NTUPW)Thatyear,LeonStainerworkedwith the art advisorat Munupi
Art, AnnieFranklin,and StephenAnderon from ANCAAX, to setup print workshops
to coincidewith aninauguralsymposiunon contemporaryAboriginalprintmaking.
Gettinginto Printswasconvenedoy Tim Smith,lecturerat the Schoobf FineArtsand
SteveAndersonfrom ANCAAAWwith assistancdrom the Aboriginaland TorresStrait
IslanderCommissionlt washeld at the Universityfrom 19to 22 April, 1993,to
coincidewith the InternationalYearfor the World@ IndigenousPeoplesSymposium.
Gettinginto Printswasconsidereda groundbreakingsventin the history of
printmakingin Australiaasit wasthe first symposiim dedicatedto issuesaffecting
Indigenousprintmaking. It providedan overviewof the currentsituationand
addres®d problemsspecificto remote communities.Teachingnstitutions,
printmakers,artists,gallerydealers,remote art centre managersandart co-ordinators,
were invited to participate.Halland TremblayattendedrepresentingStudioOne.The
KeynotespeakemwasRogerButler, curator of Prints,Postersand lllustrated Booksat
the NationalGalleryof Australia In hiskeynoteaddressButlerexpainedthe National
Gallen@ policyon collectingand curatingAboriginalprints andthen addressedssues

specificto the productionof prints by Indigenousartists:

It isnot a matter of chancethat AustralianAboriginalsbeganto produce
printsin the late 1960s.Theoriginslayin the needto preserveand
promote the traditions of their visualculture, printmakingoffered the
possibilityof vital new forms of artistic expressionX Thecontextfor the
emergenceof printswaspolitical. (Butler,R,1993p.2)

Butlersuggestedhat the generalpoliticalupheavalexistingin Australiaduringthe late
sixties,coupledwith the emergentawarenes®f Aboriginalissueshad stimulated
creativeoutput in defenseof culture andthe preservationof identity. In supportof his
statementButler quoted eminentYolnguclanelder and spokespersonGalarrwuy

Yunupingu:

7 see @Gapter 2 for detail of ANCAAA and 1992 change to Desart and ANKRAKAAA, 2015
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Whenwe paintt whether it is on our bodies for ceremony or on bark or
canvas for the market we are not just painting for fun or profit. We are
painting as we have always done to demonstrate our continuing link with
our country and the rights and responsitids we have to it. Furthermore
we paint to show the rest of the world that we own this country, and that
the country owns us. Our painting is a political act. Unfortunately-non
Aboriginal people often remain ignorant of this fact, or deliberately choose
to ignore it (Yunupingu, G, 1993 p.p5
Otherpresenters at the SymposiumncludedY olnguartist, BandukMarika, and art
centreco-ordinators,Stgphen Foxfrom Yirrkalaand Annie Franklinfrom Munupi Arts.
In hispresentationentitled: Outsidercomingin Sometimesot reallyinvited (Fox,S,
1993,p.17-20), Foxrecountedhis experienceof introducingprintmakingat YirrkalaHe
stressedhe importanceof ensuringthat the processvasappropriatetechnologyand
that it wasdone sensitivelyto ensurethat mechanicamassreprodudion of animage
did not detract from the power and spirit of the originalcreation. The selectionof
tools, inksandimagesisimportant, but equallyimportantis ensuringthat it is ¥iendly
technologyq somethingthat couldeasilybe usedat homeor out in the bush where
mostof the art at Yirrkalais still LINE R df053R1993,p.18). Foxproposedthat a
new processhada better chanceof beingacceptedand enduringif the artistshad
themselvegnstigatedthe introduction of the processHebelievedthe acceptanceand
continuedanddiversifieduseof printmakingat Yirrkala wasrelatedto the fact that

the Yolnguthemselveshad playedan activerole in progressinghe practice.

BandukMarikawasthe only Aboriginalartist from a remote communityinvited to
presentat the Symposiumln her presentation,Survivingasa Printmake (Marika, B,
1993,pp.3537),Bandukprovideda personalaccountof her involvementin
printmakingandreferredto the particularaesthetic,moralandtechnicalchallenges
facingremote Aboriginalartistsinvolvedin printmaking.Shepointed out that for
Aboriginalpeople art relatedto caringfor land andit wasfor them important that
their storiesbe correctlyinterpreted,irrespectiveof what art form wasbeing
employed.Bandukdescribedthe situationin her own communitywhere sheperceived
alackof appreciation(both internallyand externally)for the role of womenin art
production,andthe generallackof facilitiesfor promotingprintmakingskills(Marika,
B,1993. Thesituationat Yirrkalain relationto thesetwo issuesvasto change

dramaticallywith the establishmenbf the Print Spacan 1995.Thefollowing chapter
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exploresthe attempt that Bandukpersonallymadeto addressheseissueshroughher

involvementin the Universityof Wollongong;,YirrkalaExchanggrogram.

Otherspeakersat the Symposiuntovereda rangeof topicspertinentto Art and Craft
organisationsincluding training, marketing,conservationhealth and safety,
sustainabilityandintellectualproperty issues Stainerdemonstraed print techniques
andranworkshopsWheninterviewed Stainercommentedthat he believed these
workshopswere a catalystfor printmakingin remote communitiesas soonatter,
there wasa notableincreasein enquiriesfrom artistsinterestedin attending

workshopsto try this Wy Svay of doingl N(Bt&ner,L,20109.

Associatedvith the conferencewere two exhibitions:Printsby Aborighal Women
from the MunupiArt Centresand CollaborationsPrintsby AboriginalPrintmakers
from the CanberraSchoobf Art. The introductionto the Collaborationsexhibition
cataloguéNorthern Territory University,1993,p.1) maintainedthat this retrospective
of aselectionof the worksproducedoverthe pastten yearsby Aboriginalartistsat the
CanberraSchoobf Art, providedaninsightinto the potential of the useof this
mediumby Aboriginalartists. Thetwenty-nine worksexhibited includedworks by
Yirrkalaartists BandukMarikaand NaminapuMaymuruWhite. While other artistshad
chosen to incorporateEuropeamotifs and perspectiven their work, Banduka I NA {1 | Qa
work wassingledout asdemonstratingthe ability for artiststo createworksthat
mirrored traditional bark painting Exhibitedwere three workscreatedby Bandukin
1985in collaborationwith TheoTremblay a lithograph,Gudurrku(BrolgaDreaming) a
four-colourreductionlinocut, Guyamanddtwo fish), and a three colour reduction
linocut, Bapi(snake) NaminapuMaymuruWhite wasrepresentedby alithograph
producedin collaborationwith Tremblayin 1989 KingfisheDreamingTotem

(Northern TerritoryUniversity,1993,p.3).

Exhibitingconcurrentlywasthe Australianpremierof atouring exhibition,New Tracks
OldLand,Contemporaryprints from AboriginalAustralia Theexhibitionwas
consideredgroundbreakingsit wasthe first exhibitionof a comprehensiveollection
of prints producedby AustralianAboriginalprintmakers(McGuiganC,1992. Thiswas
a collaborativeprojectorganisedby the AboriginalArt ManagementAssociatiorin
Sydneyand JeffreyKeoughdirector of the Massachusett€ollegeof Artsin Boston
USA Qo-curatedby Adrian Newsteadand TheoTremblay it hadtoured to North
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Americain 1992° to greatacclaim.Includedin the exhibitionwere worksby Yolngu
artists:Manydjarr@ Elcholinocut, Ngalindic Moon-man; NaminapuMaymuru? black
andwhite triptych, Nyapilingu(Figure3.17, p.139); Narritjin Maymuru@three etchings
(Figures3.9,3.10,3.11, p.128); andthree linocutsby BandukMarika, Djandaandthe
SacredWVaterhole(Figure3.13 p.133), Malka® (Yam)1992,and Daymirri(whale)
1990.

Theco-ordinators,ChrisMcGuigarfrom the AboriginalArt ManagementAssociation
andJeffreyKeough genvisagedhat the exhibitionwould increasethe exposureof
Aboriginalculture to the Australianandwider publicandwould alert the artiststo the
benefitsof printmaking(McGuiganC,1992,p.7). North Americanart critics
congratulatedthe curatorsfor W Y | & BoAwbsfavork that showsthe strengthof
printmakingin AboriginalO 2 Y'Y dzy (Tdmin,§,4992). Onecritic acknowledgedhe
significanceof the exhibitionin relationto Australid changingperceptionof the
culture of their Indigenougpeople,describingt asnot only compellingW¥ Fita fi¢h,
evocativeimagerybut alsofor the way it grappleswith the currentdebateover
Australig® IndigenousO dzf  {(LdaydR @/, 1993. AnAustralianart critic referredto
the creativityand adaptabilty displayedoy the Aboriginalartists: W ¢ #e&atilityof
someof theseartists,andtheir capacityto switchmediumswithout compromising
personalvisionor traditional cultural content,isl & 2 dzfFénhhey=1995).
Bandul@ print wassingledout for its relevanceto the Yolngusenseof identity and

attachmentto cou ntry:

BandukMarika® Djandaandthe SacredVaterhole,(1985)depictstwo
goannalizards,symbolsthat remind her, shesays\#f the strengthof my
people,my land, my laws,my cdz& (i Fof &) their potentimagery,such
worksalsocarrya contemporarypolitical messagehat is evidentto
Aboriginals(Lloyd,AW, 1993p.69)

In his catalogueessay,Tremblaymadethe following observation:

% New Tracks I@ Landwasco-curated by Adrian Newstead of Gee Aboriginal Gallery in Sydney and
printmaker Theo Tremblayho as an alumnus had facilitated the collaboration with the Massachusetts
College of Art, Bosto

69 My researchsuggess that this printis incorrectly labelled aslalka-yam,in the New Tracks [d Land
catalogue, No.22, p.74lt should readnawukafor yam.malkarefers to the feathered string used in
ceremony(Zorc, D R, 18B); < http://yolngudictionary.cdu.edu.aw
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My experiencebasedon workingwith Aboriginalartistsfor more thanten
yearsfrom all partsof the countryisthat the artistsare eagerto learnnew
meansof expressionAsthis exhibitionreveals printmakingis evolvinginto
amajor extensionof the classidforms of Aboriginalart andis a powerful
tool in the continuinggrowth of contemporaryAboriginalculture.
(Tremblayin, McGuiganC,1992,p.18)

Twoyearslater Newsteadreflectedon the significanceof the NewTracksOldLand
exhibitiort he believedit had contributedto positioningAboriginalart in the realmof
contemporaryart producedby a living culture rather than ethnographicart, asit had
longbeencategorisedHelisted other potential positiveoutcomesincludingthe
sharingof culture andskillswith the FirstNationsartistsof North America the
participationof AustralianAboriginalartistsin print workshopsthroughoutNorth

Americg andfuture collaborativetouring exhibitions(Newstead A, 1994).

Within two decadessomeof the outcomesthat Newsteadperceivedin his1994
statementhavein fact beenrealisedby the print artistsat Yirrkalan 2013,a seriesof
reciprocalcrossculturalinteractionstook placebetweenYirrkalaartistsand First
Nationsand other artistsfrom North America a groupof FirstNationsartistsattended
atwo-weekworkshopat Yirrkalareciprocatedby a Yirrkalaartist then travellingto USA
to participatein aworkshopwith FirstNationsartistsat the Tamarindinstitute of
Lithographyin NewMexica CanadiarprintmakerPaulMachnikran atwo-week
workshopat Yirrkalato introducea new etchingtechniqueto the localartists the Yuta
Seriesof limited edition prints producedby the youngergenerationof artistsin 2012
(describedn Chapter9), were exhibitedin SunValleyldaha In 2015a selectionof

prints from YirrkalaPrint Spacewvere exhibitedin AspenColorado.

Northern Territory University Print Workshop

Dueto the increaseddemandfollowing the Gettinginto PrintsSymposiumStainer
beganto organisemore workshopsfor remote communitiesat the NTUPrint
Workshop.Echingandlinocuttechniqueswere taughtat the first of the workshops
heldin 1994, with artistsfrom Munupi Arts (Melville Island),ErnabellaArt, Oenpelli
andInjalakArt Centresattending.When Stainerwasjoined by printmakersFranck
Gohierand GeorgeWatts, the workshopsexpandedo includeoffset lithopressand

stonelithography(seeAddendum:Print Techniques).
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In 1996,a collectionof the sugarlift etchings lithographsandlinocutsproducedby
Stainer,Gohierand Wattsin collaborationwith remote areaartiststoured in an
exhibition, Printabout. Thiswasan exhibitionof manyfirsts: the first time suchworks
were seentogetherasa collection;the first touring exhibitionfrom NTUR collection
andthe first exhibitionof Northern Territoryworkscuratedfor andtoured by Artback
NETINT? (Monger,K,1996). In the foreword to the cataloguethe ExecutiveOfficerof
ArtbackNETINT,DeniseOfficer,expressedhe hopethat this would encourageother
artiststo try printmakingandalert artistsand audiencego the fact that the
multiplicity of prints madethem more accessiblend more affordable.In her viewthis

wasnot anisolatedevolutionin contemporaryAboriginalart:

Theideaof collaborativework is not newto Aboriginalartists.Inthe
Northern Territorythey haveworkedwith the printmakingtechniciarsin
resolvingproblemsof colourandtrue representationof ancientimages.
Aboriginalculture, basedon a sharedunderstandinghascontinually
encouragedhis collaborativeprocesslt is beneficialto all. (Officerin
Monger,K,1996,p.1)

Inthe Introductionto the catalogue RogerButler creditedthe Printaboutexhibitionas
documentingthe historicchangein Aboriginalart instigatedby the NTUPrint
Workshopt it hadprovidedthose Aboriginalartists,who hadno previousaccesgso
printing equipment,the option to explorethe manyforms of printing Y arelaxed
atmosphereandat their f S A §BdeN&h®onger,K,1996,pp.2-3).

Asthe Indigenousartistsbecamecomfortableprinting in onetechnique,other
techniquesthat were consideredapplicableto the artist's particularstyle,were

introduced.Stainerdescribedhe progress.

We would do some research into artists’ work and then decided which way
to go.With the etchings we were using sugdt so the artists paited

directly onto plates with a sugar lift solutian so everything was quite
painterly.It seemed the right thing to do as we were working mainly with
painters.(Stainer, L, 2010a

0 Artback was funded by the Australia Council and NT Government Office of the Arts and Cultural
affairs, its objective was to tour quality contemporary artregional and remote venues throughout the
Territory. It toured thePrintaboutexhibition as part of the National Exhibitions Touring Support
Programme(Monger, K, 1996
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Theprintmakersonceagainresortedto adaptingexistingtechniquesto ensure
that the mediumwasaccessiblgo artists.D 2 K Afistdknicalinnovation
cameaboutduringaworkshopassociatedvith the KaltjaBusinesgonferencen
1996.Gohierand Stainerwere workingwith the renownedKimberleyartist
RoverThomag1926;1998)on hisroadscrossetching,usingthe sugarlift
technique.Asthe sugarlift only camein blackor brown, Roverwashaving
trouble understandinghow they would end up with the ochrecolourshe wanted
in the final print. Goher experimentedandfinally succeededn creaingochre-
colouredsugarlift by mixinginto the sugarlift solution, red, yellowandblack
powdersthat were normallyusedin ceramicglazesAsthe colouredsugarlift
now mimickedochrepaint Roverwasableto visualisehe colourof the final
print (Gohier,F,2012). Apartfrom the interestgeneratedby the conference,
Stainercreditsthe visit by RoverThomasasinfluentialin creatinga marketfor
Aboriginalprints createdat the NTUPW'®ncewe started workingwith Rover
peopledown south startedto take notice and Northern Editionsstartedto take
2 ¥(St&ner,L,2010b0.

BasilHallarrivedfrom StudioOnein Canberran mid¢1996to take up the newly
createddual positionof part-time lecturerin the Art Departmentand Managerof the
print workshop.Stainercontinuedon asworkshoptechnicianand collaborator/printer.
With this movenorth, Hallbecamemore greaty immersed in collaborative
printmakingwith Aboriginalartists. Heenthusiasticallysupportedthe deliveryof
workshopsto the remote communities,aswell asintroducingthe conceptof themed
projects.Therelationshiphe had establishedwith Yirrkalaartistsat StudioOnewas
furthered by the invitation in 1995to assistin establishinga Print Spaceat the Yirrkala

Art Centre

Kaltja BusinesConferencel 996

Soonafter hisarrival Hallparticipatedin the landmarkKaltjaBusines€onferencewith
Stainerand artist and printer JanHoganwho hadalsojust relocatednorth to join the
NTUArt Department.TheKaltja/ Businesstndustryor culture?Conferencewasheld at
the Northern Territory Universityfrom 15to 18 August,1996.Thepurposeof this

Indigenouscultural conferencewasto considemattersrelatingto the management
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andgrowth of art centresin Northernand CentralAustralia(Girdham,J,1996).
Lawyersartists,anthropolagists,art centre co-ordinatorsand commercialgallery
ownerswere invited to presentpapersaddressingssuesaffectingAboriginalart in the
areasof marketing,copyrightand cultural policydevelopment.Tim Smith,lecturer at
the Schoobf Art, had conceivedhe ideaof inviting Indigenots peopleto participatein
the conferenceto providea platform for their perspectiveon the immediateandlong
term positionof the Aboriginaland TorresStraitIslanderarts and craftindustry. The
convenerst  Art Theorylecturer, Michiel Dolkand adminstrator, HilaryFurlongert
broughttogetheroverahundredkeyfiguresinvolvedwith the promotion of
Indigenousart and culture from the Kimberley,TopEndand CentralDesertregions.A
novelcomponentof the conferencewasthe stagingof art workshopsfor the eighty
five participatingartistsfrom the remote communitiesof Warmun,FitzroyCrossing,
LajamanulUtopia, Ali Curung Melville Island,Haasf Bluff, ErnabellaDarwinand
Yirrkala Anotherpurposeof the gatheringwasfor the artiststo markthe conference
by developingindividualand collaborativeworksin variousmediafor an exhibition

that would tour nationally.

Hogandescribedthe conferenceaspersonallyenlighteningasit washer first
experienceof workingso closelywith groupsof remote artists. Shecontinuesto
describeit asthe bestconferencel haveeverbeenili Zpmarilybecauseof the
interactionwith, andinput from, the Indigenousartists¢ Yhey cameandworkedat
the University paintingthere asteachersand paintersandinviting the studentsback
to their communitieX (i KtBey did prints aswelll Hogan,J,2012). Forthe whole
week, the visitingartistssatand worked outsidein the courtyardunderboughshelters
producing4he mostamazingart.(Hoganlikenedit to a map of Australiawith the
groupsof artistssettingup their own fireplacein specificsitesdictated by kin

relationships

Thestudentsfrom the art schoolwere involvedin workingbeesfor the week giving
them the opportunity to interact with the Indigenousparticipants.Theoccasion
provideda uniqueopportunity for Indigenousartiststo makespeechesandbe
interviewed. Thefirst gatheringpresenteda steeplearningcurvefor the non-
Indigenougarticipants especiallyin relationto understandinchierarchyand dealing

with Indigenouscultural protocols.HogandescribedKaltjaBusinessiot just asan
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exampleof a successfutrossculturaldialoguebetweenpeopleof disparatecultures
but alsoasonethat operated at the intra-culturallevelbetweenthe Indigenous

groupswith their distinctiveregionalcultures(Hogan,J,2012.

ok ' N
m 8 :)t“ {

Fig.4.1 Artistsat Kaltja Businehss‘;vorkshopilh courtyérdét Northefn'TerritoryUniVersity.
(ImagecourtesyCDUDepartmentof VisualArtsand Humanitied

\

Artist PeterAdsettsupervisedhe distribution of canvasesnd paint to the artistsfrom
eachof the ten communitiesfor them to paint their own storiesand a representative
piecethat would becomepart of alargercollaborativemural (Figure4.1). Rover
Thomasproducedtwo canvagaintings,includinga work featuringan ¥ -called
Waringarri,beinghis Mirriwoong clanword for a ceremonialgatheringof peoplefrom
different languagegroups!’* Thisrepresentationof a meetingor crossingof roads
providedthe title, TheMeeting Place for the compositecollaborativemural. It also
providedthe namefor a subsequenexhibitionthat toured Australiafor eighteen
months./? Theindividualunits of the modularmural representeda wide reachof place
andvariationin technique,reflectingthe diversityof Aboriginalculture. Collectively

the compositework reflectedthe importanceof land andtradition, commonto all.

" Rover came to use this as a recurring theme to symbolise the intersection of Indigenous and non
Indigenous peoples. The impact of thisage was such that the Australian Government reproduced it in
1999 in publications promoting Reconciliatighhwaites, V, Salmon, F and Angel, A, 2012

& Supportedby ArtbackNTand NETAustralia,TheMeeting Placeexhibitiontoured between199&;

2000to locationsthroughout Australiaincreasingawarenes®f AustralianAboriginalculture and art
practice.Themuralwasacqured by the Northern Territory Governmentfor their art collection.

159



Tothe surpriseof all, the artists producedtheir paintingsin just three days,sothe
organisersvere compelledto look to other projectsto keepthe visitorsoccupied.The
print departmentwasapproachedwith arequestto run additionalworkshops Stainer,
Gohier,Hall,and Hoganhastilyorganisedwvorkshopsn aquatint,linocut, lithography,
etchinganddrypoint (seeAddendum:Print Techniques)Forthe majority of the forty-
five participatingartists, this providedthe first exposureto printmakingandthe first
opportunity to producelimited editionsprints. Stainerand Gohiercollaboratedwith
RoverThomasn reproducinghis roadscrosscanvasn severalprint editions
Amongstthe artistskeento try the etchingtechniquewere a group of womenartists
from FitzroyCrossingvho had neverdone anyprint work. Accordingo Hallthey had
no problemin adaptingto this unfamiliartechniqueand producedthe $hostexquisite
drypoint<that were the tandout result<bf the workshops(Hall,B,2008,p.22). The
suite of worksproducedby the womenis still consideredamongstthe strongestprints
producedby remote Aboriginalprintmakersand Haveyet to be surpassedn strength
of line and expressive.JdzNLJArg&,® 2010.

Fig.4.2 Yirrkalaartistsat Kaltjalgus-ir}s@onferencebafwin, 1996
MarrnyulaMununggurr,NaminapuMaymuruWhite, GaymalaYunupingu& DhuwarrwarrMarika
(ImagecourtesyCDUDepartmentof VisualArtsand Humanitie$

"% The first of the editions entitledokyo Crossroad&ias a fourcoloured etching incorporating sugar lift
etching with aquatint and was priad in a limited edition of 2(Hall collaborated with Rover in 1997 to
producea black and white version.
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TheYirrkalaArt Centrewasrepresentedby Yolnguartists GaymalaY unupingu,
DhuwarrwarrMarika, MarrnyulaMununggurrand NaminapuMaymuruWhite, all of
whom had previousexperienceof printmaking(Figure4.2,p.160). After participating
in the weeklongseriesof talksand meetings they stayedon for the additional
workshopswhich providedan opportunity to learnnew techniques Proofsof the
prints createdduringthe workshopswere printed andthe plateswere then takenback

to Yirrkalafor final editioning.

The conferenceandthe interactionswith the remote Aboriginalartists provededifying

for the staff memberswho were newto workingwith remote Aboriginalartistsand

with little knowledgeof their culture or their approachto art. Hoganwasimpressed

with their technicalability andthe assuredmannerin whichthey approachedheir

work:
X0KS INBlIGSad FNIAada L KFE@S SOSNI yYSasx
RAR GKSY YR (KS& gSNB TFlydlradaox ogKSN
they would just start in one corner and finish in the other and it all worked
(Hogan, J, 2002

Sarah Pirrie, who had recently arrived to teach in the art department after
graduating from RMI'fin Melbourne, was taken aback at the impact the
interaction with the Aboriginal artists had on her and the othen-Indigenous
participants. She was assigned to work with the Fitzroy Crossing mob and, apart
from their warmth and sense of humour, Pirrie was impressed by the strength of
the images created in a mediutinat wasnew to them. She came to appreciate
that the skill is in the understanding of the subject rather than the familiarity

with the material, and that for the Aboriginal artists:

ANJI A &y Qidentitpcat dz8ométtSny Biggec it is part of the

community, part of the discussion. At the enfitbe day conveying

information requires a really strong understanding of who you are
O2y@SeAy3a Al G2 CANRG YR F2NBY2ad Al
matter what people say about the commercialisation of it all it is

something that is about themwn culture and their own storyPirrie, S,

2014

“RMIT: Royal Melbourne Institute of Technology.
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The manner in which the crossiltural exchange of knowledge unfolded

sitting, watching, talking and listening to storiesproved a profound learning
experience for Pire. Having the opportunity to observe the groups of Aboriginal
artists engaging in dialogue while creating a painhiefped theUniversity staff
and studentsappreciate the significance of the artwork and the importance of
discussiorlhis interaction witHndigenous artists, their empathy with nature

and the manner in which they convey this in their work, wasttonglyinfluence

Pirrie in the approach to her own wo(Rirrie, S, 2014

The KaltjaBusinesgsonferencelike the Gettinginto Printssymposiumprovedto be a
catalystfor the expansiorof printmakingin remote communities Numerousrequests
camein for stagingof workshopswithin the communitiesaswell ason-campus.The
positiveoutcomeswere widespread asevidencedby the reactionto TheMeeting
Placeexhibitionasit toured nationally.Areport to the AustraliaCouncilprovidedthe

following feedbackwith regardto the culturaland ongoingbenefitsof the project:

The most obvious benefit to the community was a new understanding of
meeting and the cooperative approach that is exhibited by these Aboriginal
Artists and the way they address their work. Collaboration is the essence to
Aboriginal survival, whether it is through art practice or social and
economic partnerships. The titldf the collection sums it up. A Meeting

Place on many different level@rtback NT Arts Touring, 2001

Hall and Hogan wer® further explorecross cultural collaboration and the concept of
a common meeting ground later in 1996 when theyardinated a print projectThe
Australasian Print ProjectThe Meeting of Waterswhich involvedemote Indigenous

artists and invited artists from the soutbast Asia region

The Australasian Print ProjectThe Meeting of Waters

Following on from the success of the 19Q8ltja Businessonference and’he Meeting
Placeproject, the NTU print workshop hosted another crasdtural collaborative

print project in 1997.This project was t@ave significant input from Yologartists.

When notified that the Australia Council of University Art and Design Schools
(ACUADShad selected Darwin as the venue for their planned 1998 conference, the
Head of the NTU School of Art, Tim Smith, asked Jan Hogan and Basil Hall, to devise a
print workshop and exhibition to coincide with the conference. Inspired by the
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Australia Pacificriennials, Smith considered Darwin as perfectly situated for such an

event and for acting as a meeting place for the Asia Pacific region. Part of the brief was
that the project irvolvelndigenous artists and be a vehicle for welcoming visitors onto

this land.

| 23y YR I'Fff 6SNB 020K NBfFGAGBS ySg02Y:
realised that they were considerday the localsas culturally different as someone

from Southeast Asid heir impression of Darwin as a melting pot of cultures inspired

the concept for the Australasian Print Project, which they envisaged as not just a
collaborative art egerience but a forum for crossultural dialogue. The objective was

to gather a group of established artists from Australia and its Southeast Asian
neighbours,who hadlittle experience of printmakingnd, through the print medium
SaidlofAakK I RAFE23dz2S lo2dzi GKS aSyasS 27 |
common ground for the exchangand atists from Indonesia, the Philippines, Arnhem

Land, NewZealand and Darwiwereinvited to participate(Hogan, J and Hall, B, 1998

¢CKS 1 dzadNItlFaaly SaasSyoS 2F (GKS LINR2SO0 |
School and University to be recognisadhe Asia Pacific region.

As theKaltja Businessonference had been thefirst experience of a collaborative

workshop involving Indigenous artists from remote communiéied hadhighlighted

just how little they knew about the communitiedall and Hogadecided to invite an

artist from Arnhem Land to be the Indigenous reprasgive: someone comntied to
crosscultural dialoguevho would be comfortable meeting and working with other

artists from other countries and willing to undertake a two week project in Darfaon.

advice they turned to a colleaguNigel Lendonyho had ecently spent time in

Arnhem Land researching the National Gallery of Australia exhibittoa Painters of

the Wagilag Sisters StdryLendon recommended Djalu Gurruwiwi, an artist and elder

of the Galpu people who had been an advisor to him and had issee Lendon with

his knowledge, artistic skills and crazsdtural experience. Djalu had worked with

outsiders at the annual Garma Festival held near his homeland in Arnhem Land as well

®Wally Caruana, AlbeRjiwada, Djon Mundine and Lendon-corated the 1997, National Gallery of

Australia exhibitionThe Painters of the Wagilag Sisters Story £3987. Lendon and Caruana edited

0KS I 002YLI yeAy3d OFGlFft23dz2S® Ly (KSthéekhiBiddag NDa C2 1
AAIYATFAOLYG F2NI SELISNASYOAY3I WiHKS (GNIyaYAEaAA2Y 27
NBAYF2NOAY3a (GKS 1y2¢fSR3IS YR 0StASTAa 2F (GKS LI al
(Churcher in Caruana, W and Lendon, N, 1997, p.5
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as through international travel with higdaki businessHewas a wold-renowned
master of theyi€aki, as well as a respectezniorartist who painted in ochres on bark,
larrikitj and other material culture. He and his wife, Dhopiya Yunupingu, had
participatedin the 199%,1996, University of WollongorgirrkalaExchange mgram
(seeChapters), where they hadjained some experience of printing witte linocut
technique Djalu accepted the invitation on condition that his wife was able to
accompany him. Part of the learniegperiencefor Hogan and Hall was the realisation
that the Indigenous participantdid not come alone butame as a family uniExtra
funding had to be found to accommodate Dhopiwho was an artist herself, armhme

to be actively involved in the project in her owight.

Peter Adsett, a Darwibased New Zealand paintevas invited to participate as he
had worked with Hogan and Hall at thaltja Businessonference and had previous
experience of working with Indigenous artists. Adsett in turn suggested Ardiyanto

Pranata, an Indonesian batik artist and painter from Yogyakarta who was interested in

G2NJAYy3 gAOGK ! dzZa0dNIfALFY LYRAISYy2dza-I NIAa

media and installation artist from Manila, heard about the project while on a residency
at the National Art School in Sydney, and expressed his interest in participating.

Common to each of the artists was that they had little experience of printmaking.

Hoganhad been successful in applyifay funding through the Australia Council to run
a pinint workshop linked to the conference. When the ACUADS conference was
cancelled, permissioto continue with the print projectvas sougheand approved by

the Australia Council.

Fig.4.3 DjaluGurruwiwi Peter! Ra S Gz ! RA&Fyd2 t NI yI
Australasian Print Project, NTU, 199&dgecourtesy B Hall)
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The five artists gathered in Darwin for the printmaking workshop in July 1997. At the
beginning the participants spent time getting to know each othesitting and talking

about their backgrounds, their culture and their work as artists, (Figurep4l®4).The
expectation was that through a process of sharing of ideas and using the medium of
printmaking for experimenting and working together, the artists would come to
NB&aLISOG | yR dzy RSN (g ofilftre &bl @tkpradtidek SN a G NI R,
AlthoughDark y g1 & y20G 52 f dzQa O2dzy i NB amdS 41 &
was representing th&lorthern Territory. He went to great lengths to provide a proper

welcome for the visitors and to ensure thiliey learnt about his Yolngu culture.

I would like to Bare my culture and my knowledge with everyone
regardless of who they are and where they come from. This is my gesture
of friendship and goodwill which | hope will lead to better understandings
between Balanda and Yolngu (Aboriginal people from North Azgtem
Land). This is my part in the Reconciliation process. In return, | hope you
will gain insights into my people's life andr struggles... | hope you will
respect our law, our culture, and our way dééft autonomy and
independencgGurruwiwi, D, 2014

In order to facilitate interactions with outsiders and incorporate outsiders into their
world, Yolngu establish kinshig @zNJING&igy riw people entering their lives. Essential
to 3 dzNNsbysdeng an understanding of the Yolngu cosmological view afdniel

and the obligations that go with relationships, especialith regardto personal
interactions and land ownership For Djalu, theiéakiplayed a vital role in the

sharing of his culture and knowledgee invited the other participantgo join him in

looking for wood to make gi€aki especially for the occasion, (Figure,44166.

Adsett had a property at Humpty Doo on the outskirts of Darwin and suggested they

32 G0KSNB (2 R2 { Kdanspgodnyity foyTiaD ® steekhanzhis LINE A |
connection with them all, and in particular, with Ads@#togan, J, 20)2Z'here were

G2 o6FGSNK2tSa t20FGSR 2y ! RASHG QahisLINR LIS |
concernthat non-Aboriginal ownership wuld displease the traditional owners. Adsett

told Djalu that a Larraklelder had explained the relevancé the waterholegto him.

The waterhole that was fed by the river dried up in the dry seammth so diedwhile

A

thespringfedwad NK2t S g1 &4 WEAQGAYy3a 61 GSND FyR (GKS

e (Williams, N M, 198gand Chapter 3, Yolngu Society, An lidetin (Morphy, H, 1991, pp.386)
"The Larrakia people are the traditional owners of the land in and around Darwin, Northern Territory.
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Adsetthad been madaware that the place was rich in meaniag these waterholes
containedsymbols pertaining to life and deafAdsett, P, 1999ntroduction). After
spending time talking with Adsett, Djalu wasssured that the Larrakia elder had
entrusted Adsett with the role of caretaker and that Adsett appreciated the spiritual

significance of the waterholes and was taking care of them.

Fig44d. ' aAt 1 +ffZ tSGSNI ! RaASGGET 5K2LA&F | yR
Australasian Print Workshop, NTU. 1998. (Image courtesy B Hall)

Hogan described eurious ancenlighteninginadent thatthe group witnesse@n one
occasiorduring their stayDjalu had gone dowro the waterhole to hunt with his
spearwhenarainbow suddenly appead in an oil slick on the wateDjalu pointed
drawingtheir attention to it then put down his spa&r and refrained from any further
hunting(Hogan, J, 20)2His reactionandthe significance to his Galpu clan of the
sighting of a rainbow on watevas later explainedn Galpu mythology, Witj, the
olive-headed python, travelled through Galpu clan lands and shared the waters with
djaykung(file snake) who lived amongst tlitnatham(waterlilies). Their movement
under the water causes ripples and when the sun shines on the scales of tlee anak
rainbowlike prism of light is formed on the surface of the water. This raintoharif
represents the lightning withilVititj and the power of the storms created bYitiij

(Print Space, 2012t 5 dzNA y 3 [ S \oRMeyWagilag SEersStolyDfalu Fad
explained to Lendon thawititj connects many Dhuwa moieties as they ara/dtitj
LIS2LX S gK2 WwWO2YS (23S0 KSNJ(leyteh inkCariiandy S| OK
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and Lendon, N, 1997, p.1280). The lightning created byititj is his way of speaking

G2 LIS2LX S YR O02yySOlAy3d GKSYDP | y2GKSNI 2°
brought this into a contemporary context by suggesting that in the present day this can

be interpreted asWititj working to create bridges between Aboriginal society and

white society(Waytjuku in Caruana, W and Lendon, N, 1997, p.13falu recognised

the appearance of the rainbow at Ads@tti ¢ G SNK2t S | a | aiaday 2
site andwould haveinterpreted it as a sign thawititj was creating a bridge between

those people present at the site that day.

The waterhole experience correlated with the purpose of the project ofmaicg

together and an exchange of ideas about place. Hogan observed how the artists,
although from different backgrounds, seemed to understand the protocols and
hierarchy with respect to relationships and negotiations. Djalu and Dhopiya made each
of the arists aware of where they were placed within an Indigenous kinship system
and how the hierarchy affected the particular relationships and modes of participation.
This opened the way for more meaningful interaction and cultural exchange, outside

the usual eperience of most of the participants.

We wanted to create an environment in which experimenting and doing
were paramount: where the process of printmaking, the process of
collaboration and the process of understanding were allowed to weave
through the evat. The artists had to find a way. A way of communicating
their ideas, their beliefs and their marks. And what about the significance
of a mark? How to locate across cultures, especially if that mark has a
relationship to restricted or sacred motifs? Byngsprintmaking as a

meeting point, we were hoping the artists would learn from each other and
through their exploration and struggle to make a new material hold
meaning, they would be able to gain insight into the meaning the others
were trying to conveyThe artists all had confidence in their tradition,
culture and art practice to be able to respond to the new medium. Through
a visual language, and understanding of Place and what that meant to each
artist to develop(Hogan, J and Hall, B, 1998

The participants all appreciatétat each artist had a means of mankakingthat was
significant to them and their cultural identity. Following their experienctha
waterhole theyagreed thatwater hadunited them and as iprovided a common
groundthey decided to incorporate iin their workasa central themeuniting their

work.
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Each of the artists was asked to create an individualt using a print technique that

was new to them. The collaborative nature of the experience evolved with the artists
interacting with each other during conceptualisation of their works and then b

working with different printmakers in the production of their individual prirgalu

and Dhopiya chose to do twscreenprints (Figurd.5). Asthe printmaking workshop

at that time was not set up for screenprinting, these were editioneecafhpus by

Shaun Poustie at Red Hand Prifftworkshop! R4S G | yR a2 NDh hOl Y
that were printed onsite by Hall and Stainer. Pranata created a lithogapited by

Hogan and an etching that was printed by Hall

Fig.4.5 Djalu Gurruwiwi and Dhopiya Yunupingu workingMururrumascreenprint
Australasian Print Workshop, NTU, 1997. (Image courtesy B Hall)

The Director of the Arts Program at Asialthlalison Carroll, was invited by Hogan and
Hall toreviewthe project. She and Lendon interviewed the visiting artists regarding

their work and togaugetheir reaction to the workshopThe artists appreciatethat in

8 The first stage oRed Hand Printstarted in Darwin, Australia, in 1996 whEranck Gohieestablished
Red Hand Prints with Shaun Poustie as an open access Printmaking kiffitoed free, expert
printmaking tuition tothe Darwin community and a professional Fine Art editioning program to
numerous Aboriginal communitigeroughout the KimberleyTiwi Islands, Arnhem Land and Central
Australia Poustie left in 1998. Red Hand Prints is now a privately owned workshory i@oHier and his
artist wife Chayni Henr(Red Hand Prints, 2014

" Asialink founded in 1990 with the support athe Myer Foundatioand The University of Melbourne
Aa adINdzt A I cendre for Suildmi AGH capability, public understanding of Asia, and appreciation
2F 1 dzZAGONF £ Al Q& NBdrd&e ohAsialiikiSs is!taidivielgh oppdrtanitiesyfor cultural
exchange between Australia and Asia and imprthe Asia capability of the cultural sector based on the
principles of partnership, collaboration and recipro€tiatip://asialink.unimelb.edu.au/arts>

14 August, 2014.
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all their work, a mark could potentiglbe interpreted in many way#s it had

relevance to each of the artists, either personally or in the techniques employed in

their work, water had become the universal theme in the works they were creating
Adsettcommentedthat each of the participantsdd strong mark making and that all

were surprised to find they shared a visual language in the use of crosses and circles.
¢CKAA o6& ' RASHGQE FTANRG SELISNASYyOS 2F 02
revelation the introduction to printmaking lthbeen for him, as it had given hiime

freedom to do things that he could not do in painting. Djalu explained the imagery in

his work and the multiple eanings of some of the motifs he had incorporated

(Lendon, N, 1997

The First Collaborative PrinGapu, Tubig, Air, Water

For the final interaction, it was decided that the artists should producellaborative
print. The central theme of water was reflected in the title for the resultant screenprint
(Figure 4.6p.170, which was composed of the words for water in each of the

LI NI A OA LI y (i & Gapy £Ydldgdmsibigt FFiligidbdxir Ardlonesian; Water.

9PSNE2YS | ANBSR (KIFG 52FtdzQa AYF3AS &AK2dz |
acknowledyement of his authority and the Aboriginadrticipation in the project

(Lendon, N, 2014aThis also supported the concept that pisce occupying the

OSy i 8B STNJI2 P, repirésénteds Ausdtrhlia surrounded by the visitdBefore

GKS 20KSNJ I NIAA&AGAQ Lidvashécastayydhat Oassificaforyd S S & |
relationships be verified by Djalu

In determining the positioning of their particular contribution in the collaborative

artwork, the artists deferred to the adoptive kinship relationshipat Djalu and

5K2LAElF KIFIR SadlofAaKSR® [ SYR2Yy YIRS | a
showingthe layout and the relevargurrd@ (relationship) between each of the artists
(Figure.4.7, p.172)ith their appropriate skin namesn@lk).

DK2LIA&F Q& AYF3AS gAlGK KISNNI A NiNganddoot)ya@i &NRI
djirikitj (quail) is at thel 2 LJ® {KS KIR IIR2LIISR a2NXh h/t
(waku), so he was placed below her at the bottom of the print. In order to connect his
AYEFE3S (2 GKS StSYSyila sgA0GKAY KSNEX 5K2LIA

appropriate forms and colours for ¢himagery of the quail and crocodile eggs in his

169



section of the print. Djalu adopted Adsett as his brother and Pranata as his father, so
GKSe FNBX 2y SAOUKSNI aARS 27F 52t f.dAaQy@y (i NJ
(Thunderman).

Fig.4.6 Gapu, Tubig, Air, Water |
Screenprint, 89x69.6cm. Ed.35, 1997
(Image courtesy NGA. Acc. No: 99.126)

Fig.4.7 Schematic drawing showingélkand 3 dzNJabaxtists
(Diagram Courtesy N Lendon)

Ly KA& AYF3S (2 GKS tSF¥d 2F 52kt dzQa OSydl
Y20AFa YR NBFTSNBYOSR GKS g GSNIATtASAE Ay
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