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Aboriginal and Torres Strait Islander people are advised this 
exhibition contains culturally sensitive material that may cause 
sadness, including records of people who have passed away.

Colonial collecting practices often focused on the collector  
and not the collected. As a result, for much Indigenous cultural 
material held in museums there is limited information 
recorded and the creator is listed as ‘unknown’. As part of  
our commitment to truth-telling, we respectfully use the 
language ‘maker or artist not recorded’.
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‘Deru genjan darr ngarwan  
dambun ju muna ling matungnya 
Unggurr ju guluman bienya narigu 
nagrunguma yu ngara ngarwanya.’ 

‘When I’m on a high mountain 
looking out over Country my 
Unggurr (life-force) flows out  
from inside my body and I fall  
open with happiness.’

David Banggal Mowaljarlai OAM
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Introduction

Linear explores line and lineage within Indigenous cultural 
narratives and practices across science, technology, design 
and aesthetics. It honours 60,000 years of Indigenous 
creativity and ingenuity and brings together the unique, 
diverse and personal voices of leading Indigenous artists and 
knowledge-holders who share their understanding of culture 
and identity.

At the core of this exhibition is Ngarinyin Elder David 
Mowaljarlai’s visual map of lines that tie this country together, 
culturally, spiritually and physically. These lines hold meaning 
beyond a mark on a map; they describe everything — Land, 
People and Story. Even though they seem to travel to the right, 
to the left or straight-ahead, the narrative lines are always 
crossed and deeply interconnected.
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‘I want to show you something. I 
want to show you how all Aboriginal 
people in Australia are connected.’

‘If we share the stories of our 
country with gudia (whitefella), 
then they will have our country in 
their hearts as we do, and they will 
understand and love it, and never 
damage it.’ 

David Mowaljarlai

David Mowaljarlai 
An activist, artist, philosopher and 
linguist, David Banggal Mowaljarlai 
OAM (1925–97) is considered one 
of Australia’s greatest philosophers 
and knowledge holders. Through his 
words he shares his deep love, 
understanding and connection to 
all that is Country. A Ngarinyin 
senior lawman from the northern 
Kimberley region of Western 
Australia, he was a member of the 
Aboriginal Arts Board of the 
Australia Council, the Australian 
Institute of Aboriginal and Torres 
Strait Islander Studies (AIATSIS), 
and the Aboriginal Cultural Material 
Committee of the West Australian 
Museum. He was Aboriginal of the 
Year in 1991 and made a Member of 
the Order of Australia in 1993.  

Digital reproduction of photograph by 
Jutta Malnic, 1996, Malnic Mowaljarlai 
Archive Collection, the Berndt Museum of 
Anthropology.

Image courtesy of the Berndt Museum of 
Anthropology



9

‘Our country is living, breathing life. 
Our land is reflected in us, and we 
are reflected in the land.’ 

‘Our past, present and future is all 
in the land, from creation time to 
future time — all at once.’

David Mowaljarlai

DAVID MOWALJARLAI 
1925–97, Ngarinyin, Kunmunya,  
the Kimberley, Western Australia

Bandaiyan — The Body of 
Australia, Corpus Australis, 1993
Digital reproduction of original 
drawing, Malnic Mowaljarlai Archive 
Collection, the Berndt Museum of 
Anthropology.

Image courtesy of the Berndt Museum of 
Anthropology © artist and artist’s family

… The squares are the areas where 
the communities are represented, 
and their symbols and the 
languages of the different tribes in 
this country long-long time ago. The 
lines are the way the history stories 
travelled along these trade routes. 
They are all interconnected. It’s the 
pattern of the Sharing system. 
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Mapping and technology
In contrast to David Mowaljarlai’s 
inherent way of knowing and seeing 
Country, non-Indigenous explorers 
have used a range of complex tools 
and instruments to aid their own 
approach to mapping and 
wayfinding.  

Despite this technology the journals 
of Surveyor General Sir Thomas 
Mitchell show he relied enormously 
on the knowledge of Aboriginal 
guides on his expeditions. They 
helped him find water, choose the 
best routes, track lost livestock, 
acted as translators and alerted 
him to danger.

At a time in Australian history when 
European explorers frequently 
perished on their travels, the 
ultimate success of Mitchell’s 
journeys through New South Wales 
and Queensland might well be 
attributed to his Aboriginal 
companions and their knowledge  
of Country.

Mitchell’s theodolite 
Surveying instrument for 
measuring horizontal and vertical 
angles, made by Thomas Jones, 
Charing Cross, London, United 
Kingdom, 1827. Used by Sir Thomas 
Mitchell, 1828–55.

Brass, glass, timber

Lent by NSW Department of Customer Service, 
Spatial Services

Journal and report 
Compiled by NSW Surveyor General 
Sir Thomas Mitchell during his 
expedition to explore the course of 
the Darling River, 1835.

Leather, paper, metal

Lent by Mitchell Library, State Library of NSW. 
Bequeathed by DS Mitchell, 1907

Boomerang propeller
Diagrams created by Sir Thomas 
Mitchell, 1848–54.

Digital reproduction from original 
manuscript

Image courtesy of Mitchell Library, State Library 
of NSW. Presented by Malcolm Henry Ellis, 1963 
and 1965
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MAREE CLARKE 
b 1961, Mutti Mutti, Wemba Wemba, 
Yorta Yorta, Boon Wurrung, south-
east Australia

Men in Mourning, 2011 
Ritual and Ceremony series
Digital reproduction from gelatin silver 
photograph, 2019

Image courtesy of Maree Clarke and  
Vivien Anderson Gallery

I worked with 38 Aboriginal women 
and 45 Aboriginal men to explore 
traditional mourning processes 
including the making of Kopi caps 
(clay caps worn during mourning), 
body adornment and scarification …

MAREE CLARKE 
b 1961, Mutti Mutti, Wemba Wemba, 
Yorta Yorta, Boon Wurrung, south-
east Australia

Women in Mourning, 2011 
Ritual and Ceremony series
Digital reproduction from gelatin silver 
photograph, 2019

Image courtesy of Maree Clarke and Vivien  
Anderson Gallery

I worked with 38 Aboriginal women 
and 45 Aboriginal men to explore 
traditional mourning processes 
including the making of Kopi caps 
(clay caps worn during mourning), 
body adornment and scarification …

For more works by Maree Clarke  
and her artist statement, see pages 32–33.



12

‘An aeroplane can be manufactured 
that will rise straight into the air 
from the ground by application of 
the boomerang principle. 

The boomerang is shaped to rise in 
the air according to the velocity 
with which it is propelled, and so 
can an aeroplane.’ 

David Unaipon

David Unaipon
Ngarrindjeri man David Unaipon  
(1872–1967), the man on the 
Australian $50 note, was a 
preacher, writer and a prolific 
inventor, who is often referred to  
as Australia’s Leonardo da Vinci. He 
drew a concept for a helicopter 
(inspired by the motion of a 
boomerang) 22 years before the 
first operational helicopter. He 
patented his mechanical shearing 
tool in 1909 and though it was 
adopted widely, the patent 
eventually lapsed, and he made no 
money from it. Between 1909 and 
1944 he lodged nine patent 
applications for his other 
inventions, including a centrifugal 
motor and a multi-radial wheel, all 
of which lapsed. 

Unaipon Warriwaldi Tribe, Benjamin  
Edwin Minns, South Australia, 1924.

Watercolour

Lent by Dixson Galleries, State Library of NSW. 
Purchased JR Lawsons, Lot 431, 28 September 
1996
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Ngarrindjeri song
David Unaipon singing traditional 
Ngarrindjeri song, extract from 
Songs, word lists and cultural 
discussions from Victoria, New 
South Wales and south-east South 
Australia, recorded by Catherine J 
Ellis, 1935–96.

Recording courtesy of Australian Institute of 
Aboriginal and Torres Strait Islander Studies, Ellis 
Collection

Running time: 5 minutes

Legendary Tales of Australian 
Aborigines
David Unaipon, vol 1 of manuscript 
(left) and vol 2 of typescript (far 
right) of ‘Legendary Tales of 
Australian Aborigines’, 1924–25. 

David Unaipon intended to  
publish this volume with Angus & 
Robertson, who later sold the 
copyright to anthropologist William 
Ramsay Smith. He published it as 
Myths and Legends of the Australian 
Aboriginals (London, 1930) without 
acknowledging Unaipon as the 
author.

Aboriginal Legends
David Unaipon, Aboriginal Legends 
[alternative title Hungarrda], 
Hunkin, Ellis and King, Adelaide, 
South Australia, 1927.

This was the first published work by 
an Aboriginal Australian.

Lent by Mitchell Library, State Library of NSW and 
courtesy Mr Harold Kropinyieri. Acquired with the 
Publishing Archive of Angus & Robertson in 1933

Handheld shearing device
Design for handheld shearing 
device, by David Unaipon, 1909.

Memorandum from the Chief 
Protector of Aboriginals to David 
Unaipon, 30 May 1914.

Documents from Herbert Basedow 
— Papers, 1856–1932, 1941, 
Mitchell Library, State Library of 
New South Wales.

Boomerang
Made by David Unaipon, Point 
McLeay, South Australia, 1900–50.

Wood

Design and memo lent by Mitchell Library, State 
Library of NSW, purchased from the Basedow 
family, August 1934. Boomerang lent by South 
Australian Museum.
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MR NGALLAMETTA JNR
1966–2019, Kugu Uwanh, Aurukun, 
western Cape York Peninsula, 
Queensland

Thap Yonk 1, 2013 
Ochres, oxides and acrylic on canvas

MAAS Collection, purchased 2019 

My family are from the saltwater, 
All the paintings that I do,  
The white represents the salt water,  
And the red represents the sun, 
When the sun sinks down on the 
saltwater.

Micrographs of ochre samples
Micrographs are created using 
transmission electron microscopy, 
an imaging technique used in the 
physical, chemical and biological 
sciences. Transmission electron 
microscopes can generate images 
at significantly higher resolution 
than light microscopes, meaning 
they can capture fine detail as small 
as a single column of atoms.

Micrographic images of white, yellow and 
red ochre, Microscopy Australia.

Digital reproduction, 2019

Ochre samples
White, yellow and red ochre samples, 
Aurukun, western Cape York Peninsula, 
Queensland.

Images courtesy of Microscopy Australia. Ochre 
samples courtesy of Mr Ngallametta Jnr

MR NGALLAMETTA SNR
1945–2005, Kugu Muminh and 
Kugu Uwanh, Snake River, western 
Cape York Peninsula, Queensland

Thap Yongk, 2004 
Natural earth pigments, wood

MAAS Collection, purchased 2019

Thap Yongk (law poles)
Thap Yongk (law poles) relate to the 
most fundamental issues of 
Indigenous Australian culture — the 
inter-relationships of land, culture 
and the creation time. Representing 
upturned trees, the Thap Yongk 
extend from the ground, suggesting 
hidden branches, while the roots 
are at the top of the poles. The 
poles draw the spirit back to the 
ground, the ‘hidden’ branches 
symbolising the extensive 
network of stories and laws 
connecting people to the land and 
to each other.

Thap Yongk are usually only seen  
by men of the community. The 
artist, who is a senior lawman for 
the Kugu Uwanh people of Snake 
River, made these poles to be 
shared with the larger community, 
stating: ‘I know your laws: now you 
can understand mine’.
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My family are from the saltwater, 
All the paintings that I do,  
The white represents the saltwater,  
And the red represents the sun, 
When the sun sinks down on the saltwater.

I am a song man,  
And a traditional dancer as well.  
I am the eldest son,  
And do the singing and dancing as well.

Of course, I was bred and born in Aurukun,  
My father was originally from Pormpuraaw.

With my art I have travelled around,  
Australia and overseas,  
With my art,  
I have been to places like China, Hong Kong,  
And took some of them herbs, bush medicine.

My paintings — the ochre,  
We go out to the salt plains,  
And dig down into the ground, 
And find the yellow ochre,  
And pick it up,  
And put it in a pile,  
And take it home,  
Make a fire,  
And cook them on the coals.  
From the yellow it turns into red.  
Traditional dancing uses the paint as well,  
I am a song man, dancer and a singer,  
My father gave his knowledge to me,  
And me, to my son.  
All the traditional ways of learning.

When I was a kid my father used to come and sing,  
When I used to go to sleep it goes in my head,  
The words, what it means.  
I can speak Wik, Mungkan, Aurukun,  
My father is from Pormpuraaw,  
I can speak both languages, Aurukun, Pormpuraaw,  
And even my mother’s side, Thaayorre. 
English is my fourth language.

Mr Ngallametta Jnr, artist statement
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MIKAELA JADE
b 1979, Cabrogal, Dharug,  
New South Wales

Wiyanga Bamulra Butt Butt 
Gurinyi (Mother Earth’s 
heartbeat), 2019
Augmented reality experience

Presented to the United Nations to launch the 
International Year of Indigenous Languages. 
Created by Indigital in partnership with: Aunty 
Corina Norman and Aunty Julie Webb from the 
Dharug Nation, Uncle Lex Dadd, Brett Leavy from 
Bilbie Virtual Lab, Microsoft and Telstra Purple

Courtesy Mikaela Jade

I use new technologies to stimulate 
the minds of our young ones. They 
see their stories being told with 
augmented and virtual realities, and 
that connects them to the world 
they live in but through their 
traditional narratives.
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I am a Cabrogal woman of the Dharug Nation. I am connected 
to the Parramatta Native Institution (and the first 
government endorsed removal of our children in 1815) 
through a child called Fanny. Her daughter Lucy Leane was 
one of the first women to petition the Aborigine Protection 
Board for access rights to resources.

In my work I am focused on how I can help recover our 
cultural values and knowledge systems and share them with 
our communities. I travel between the worlds of Indigenous 
belief systems, environmental science and information 
technologies helping to create platforms that capture the 
hearts and minds of our next generations. 

I am concerned with the creation of opportunities for our 
people to become key players in the digital economy and in 
ways that are based on the richness of our ways of being — 
our stories, our pedagogical approaches and the 
intergenerational foundation of the passing on of those 
knowledges.

I use new technologies to stimulate the minds of our young 
ones. They see their stories being told with augmented and 
virtual realities, and that connects them to the world they live 
in but through their traditional narratives. It makes them 
proud and reinforces the relevance and truth of Country.

I work with these platforms to increase the opportunity for us 
to share the characteristics of our identity — our language, 
our stories, our protocols. I work with the Elders to help re-
imagine the ways we look after culture. I work with these 
technologies to help our people connect with the tools of the 
future that will help us preserve the knowledge of the tools of 
the past. 

In developing projects with partners like Microsoft and Virtual 
Songlines, in close consultation with the Elders and 
community, I create those opportunities for our people to 
learn and become empowered as digital custodians, 
establishing our autonomy and positioning as the true 
experts in our culture — bringing all of those worlds together 
with respect and building a deeper cultural understanding.

Mikaela Jade, artist statement
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Aboriginal technology
Archaeologists estimate that the 
Brewarrina fish traps developed by 
Aboriginal people in north-west 
New South Wales are at least 
40,000 years old. The discovery of 
several Aboriginal axe quarries 
confirms Aboriginal people have 
been making sophisticated tools for 
millennia. 

Using the records of early European 
explorers and settlers, author Bruce 
Pascoe has proven that Aboriginal 
people were sowing, harvesting, 
irrigating and storing domesticated 
plants, challenging the idea that 
pre-colonial Aboriginal culture was 
a hunter-gatherer society. In fact, 
Pascoe says the evidence indicates 
Aboriginal people invented bread. 
This showcase includes a wide 
range of Aboriginal tools from the 
Museum’s collection that support 
Pascoe’s research, including axe 
heads, stone utensils, grinding 
stones and mills, and a stone from 
explorer Charles Sturt’s depot.

If we look at the evidence presented 
to us by the explorers and explain to 
our children that Aboriginal people 
did build houses, did build dams, did 
sow, irrigate and till the land, did 
alter the course of rivers, did sew 
their clothes and did construct a 
system of pan-continental 
government that generated peace 
and prosperity, then it is likely we 
will admire and love our land all the 
more.

Bruce Pascoe, Dark Emu: Aboriginal Australia and 
the Birth of Agriculture, Magabala Books, 2014
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BERNARD SINGLETON
b 1979, Umpila (Thapil), Djabuguy/ 
Yirrganydji (Yirrgay), Cape York 
Peninsula, Queensland

Nyirrma Yidjal (language 
tribute), 2019
Wood, feather, twine, ochre

Lent by Bernard Singleton

This expression of Nyirrma 
(language) expresses a journey and 
decline in our nations’ Indigenous 
languages. The three verticals are 
Yesterday, Today and Tomorrow, 
which convey the timeline of 
Nyirrma forward into a fork in the 
road or a point in our lives where we 
must decide which track to follow … 
a way into an unknown or carry 
though our languages of the old 
people and the original spoken 
tongues. Make the land come alive 
and rumble like when language 
flowed freely and vibrated across 
Country.
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BERNARD SINGLETON
b 1979, Umpila (Thapil),  
Djabuguy/ Yirrganydji (Yirrgay),  
Cape York Peninsula, Queensland

Galga (spear), 2015–19
Wood, resin, bone, metal, twine, rope

Lent by Bernard Singleton

Galga (spears) have been part of my 
upbringing in remote eastern Cape 
York Peninsula. If I wanted to go with 
the older ones spearing for mullet 
and mud crab, I had to learn how to 
make spears. We were shown where 
to cut them and how to strip and 
cook the shaft over a fire to 
strengthen and straighten the 
handle. We used wire prongs for our 
spears whereas our old people 
crafted spear tips out of stone, bone 
and hardwood.

BERNARD SINGLETON
b 1979, Umpila (Thapil), Djabuguy/ 
Yirrganydji (Yirrgay), Cape York 
Peninsula, Queensland

Milay (spear thrower),  
1999–2019
Wood, resin, twine, metal, bone, ochre

Lent by Bernard Singleton

We make the milay (spear thrower) 
the length of your arm (from 
fingertip to underarm) and attach a 
pin to sit in the end of the spear 
shaft. This extension of the arm 
allows a greater length and much 
more powerful throw. These spears 
have fed me well.
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I paint, craft and make artefacts to ground myself. Through 
the process of making a spear or shaping the figure of a 
spirit, I connect with my ancestors and they help bring my art 
to life. My work is a way for me to acknowledge and 
remember the times of my great-grandmothers and great-
grandfathers. My designs are inspired by the laws of nature 
and the forms found in the creation stories around me. Using 
these basic forms or designs, I work to represent the bond of 
art and the continuation of culture.

Galga (spears) have been part of my upbringing in remote 
eastern Cape York Peninsula. If I wanted to go with the older 
ones spearing for mullet and mud crab, I had to learn how to 
make spears. We were shown where to cut them and how to 
strip and cook the shaft over a fire to strengthen and 
straighten the handle. We used wire prongs for our spears 
whereas our old people crafted spear tips out of stone, bone 
and hardwood. String and ironwood gum fasten the spear 
tips into the handle. I must remember never to allow anyone 
to step over my spear when I’m making it or it will be jinxed 
and I won’t catch any mayi (meat).

I remember the old fellas walking back into camp with huge 
barramundi over their shoulders with nothing but two spears 
and a small stick in their other hand. I was to learn that this 
small stick was ‘magic’. It gave the spear special powers. We 
make the milay (thrower) the length of your arm (from 
fingertip to underarm) out of hardwood and attach a pin to 
sit in the end of the spear shaft. This extension of the arm 
allows a greater length and much more powerful throw. 
These spears have fed me well.

Bernard Singleton, artist statement
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The crocodile case
In 1994, Indigenous leader 
Murrandoo Yanner was charged for 
taking fauna (or wildlife) without a 
licence after he killed and ate two 
crocodiles caught with this wap 
(harpoon) on his traditional country 
in the Gulf of Carpentaria, 
Queensland. He argued he was 
exercising his rights under 
traditional law and did not need a 
licence. 

The ‘crocodile case’ went through 
several appeals before the High 
Court of Australia upheld the right 
to hunt as part of native title rights 
(Yanner vs Eaton, 1999). This was 
one of several cases involving the 
rights of Indigenous people to hunt 
and gather traditional foods and, 
along with the Mabo and Wik 
judgments, remains a significant 
precedent in native title case law in 
Australia.

MURRANDOO YANNER 
Gunamulla, Gangilidda, 
Doomadgee, Gulf of Carpentaria, 
Queensland

Wap (harpoon), about 1987
Made by his Elders.

Wood, bone, twine 

Lent by Murrandoo Yanner
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‘We were all pujiman (bushman).  
We pujiman were taken. 

When we climbed on board our 
footprints finished there.’

Ngamaru Bidu, Martu Elder

Adaptive resilience 
Kanyirninpa Jukurrpa is a living 
example of the adaptive resilience 
of Australia’s First Peoples. In the 
1960s, the Martu were removed 
from their traditional homelands in 
Western Australia to make way for 
missile tests fired from the 
Woomera Rocket Range in South 
Australia.

Through their organisation 
Kanyirninpa Jukurrpa, the Martu 
have embraced new and emerging 
technologies that enable the 
continued maintenance of cultural 
practices and the sharing of their 
histories with future generations. 

Often described as pujiman 
(bushmen), the Martu have a 
complex and innate understanding 
of their country and ways of moving 
through it that is not reliant on the 
diverse range of wayfinding tools 
used by non-Indigenous travellers.

Footage courtesy of Kanyirninpa Jukurrpa

Running time: 6 minutes

LUCKY MORTON 
KNGWARREYE 
b 1949, Ngkwarlerlaneme, 
Arnkawenyerr, Utopia,  
Northern Territory

Hunting Kangaroo, 1996
Hunting Kangaroo, 1996
Hunting Kangaroo, 1996
Cooking Kangaroo in the 
Ground, 1996

Acrylic paint, canvas, wood, metal

MAAS Collection, purchased 1996

MAVIS HOLMES 
PETYARRE
b 1947, Utopia, Northern Territory

Car boot art, 1990–91
Acrylic on car boot

ADA BIRD PETYARRE
b 1930–2009, Utopia,  
Northern Territory

Hub cap art, 1990–91
Acrylic on two hub caps

MAAS Collection, purchased 1996
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LORRAINE CONNELLY-
NORTHEY
b 1962, Waradgerie (Wiradjuri), 
Irish, English, Scottish, French, 
Victoria

Possum-skin cloak: Canoe Tree, 
2011
Burnt corrugated iron

Lent by Lorraine Connelly-Northey

With fond memories of weaving the 
cumbungi plant with Mum and Dad I 
wanted this reputable weaving reed 
to inform my practice. But after a 
respectful realisation that I was not 
prepared to take fibre from Country 
that I wasn’t connected to, I 
eventually decided to take up  
Dad’s suggestion to ‘weave’ with 
rubbish instead.
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Almost 30 years on, here I was again gorging on fresh 
quandong fruits (source of vitamin C from the bush) with 
Dad. Only this time it was me gathering the fruit for him and 
my son. What better way to begin rediscovering my 
childhood environments: the Mallee and the Riverina! 

While Dad, Mum and I are Australian born of mixed heritage, 
Dad is not of Australian descent. Even I sometimes found that 
hard to believe as it was Dad, not my Australian mum, who 
dragged me around the bush instilling in me his man-on-the-
land knowledge, bushcraft of the early settlers and, of course, 
respect for Mum’s Country. 

I scavenge to inform my practice. My mum lived in dirt-floor 
humpies made of similar detritus. Understandably Mum 
hasn’t entertained my dabbling in found materials 
whatsoever, while Dad finds them pleasing. 

Dad taught me how to read the sky, about the land and soil 
types, waterways, saltpans, animals, along with their habits 
and habitats, and plants, especially those introduced from 
the Northeys’ homeland of England. 

With fond memories of weaving the cumbungi plant with 
Mum and Dad, along with the endless supply of the plant, I 
wanted this reputable weaving reed to inform my practice. 
But after a respectful realisation that I was not prepared to 
take fibre from Country I wasn’t connected to, I eventually 
decided to take up Dad’s suggestion to ‘weave’ with rubbish 
instead. 

I knew I was destined to be sculptor after manipulating a 
piece of found material into my interpretation of an 
Australian bush bowl. My knowledge of traditional Australian 
society and weaving techniques informs my practice, and it is 
also a way of sharing knowledge of the creation of Australia 
during the Dreamtime. My ancestral beings and guiding lights 
are the ways and means for me to find my way to, not only 
Waradgerie (Wiradjuri) Country, but the vitamin C in those 
quandongs, in the Countries where I was born.

Lorraine Connelly-Northey, artist statement
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GLENDA NICHOLLS
b 1954, Wemba Wemba, Wadi Wadi, 
Yorta Yorta, Ngarrindjeri, Victoria, 
New South Wales, South Australia

A Woman’s Rite of Passage: 
Acknowledgement cloak, Elder’s 
cloak, and Welcome cloak, 2015
Jute, emu feathers, possum skin, mussel 
shell, beads, wool, velvet, coin, silver 
chain, mirror

Otchocut, 2019
Jute, synthetic dyes

MAAS collection, purchased 2019

Women and fishing have always 
been of interest to me … Over the 
years my work has acknowledged 
the hand fishing technique used by 
my maternal grandmother, Emily 
Karpany (nee Pinkie), and the pole 
fishing technique used by my 
paternal grandmother, Lady Gladys 
Nicholls (nee Bux).
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I was born on the verandah of the Swan Hill District Hospital 
in Wemba Wemba country in 1954. My Aboriginal name is 
Jule Yarra Minj, which means Little River Girl. I recognise my 
Wadi Wadi/Yorta Yorta and Ngarrindjeri descendants. I am 
the second child of nine children. In keeping with my 
storyline, I have incorporated the stories of women and 
fishing practices in my woven pieces. Both parents taught the 
visual skills of animal tracking and listening skills of the bush 
and its environmental surroundings.

My netmaking processes and techniques continue to be in 
keeping with the weaving and knotting process of bygone 
days.

Women and fishing have always been of interest to me as I 
grew up in a fishing family. Over the years my work has 
acknowledged the hand-fishing technique used by my 
maternal grandmother, Emily Karpany (nee Pinkie), and the 
pole-fishing technique used by my paternal grandmother, 
Lady Gladys Nicholls (nee Bux).

For me, growing up and living near the waterways has 
brought a sense of being grounded when I needed healing.

Our mob make art to keep the weaving and craft practices 
alive. And so, now the storylines continue, and the passing of 
weaving and craft knowledge is carried into the future 
generations in a contemporary way. We still consult, counsel 
and acknowledge, not only each other but also our ancestors, 
promoting self-esteem, pride and acknowledgment of 
different and yet the same practices within our cultures 
before, now and into the future.

Glenda Nicholls, artist statement
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‘Ngaanga jarkulparna kartinpa 
yulubidyi, Jarmukurnu 
Yaparlyikurnu mirda kujtu 
ngaryukuju parlparryikujanumpa, 
yuwa palya.’

‘This story I carry is until the end, 
from our Grandfathers and 
Grandmothers; not just my story 
alone, for everyone, thank you.’

Nyarri Nyarri Morgan, Martu Elder

Collisions  
virtual reality experience
Join Martu Elder Nyarri Nyarri 
Morgan on a journey through his 
traditional lands where he shares 
his experience of nuclear testing in 
the remote Western Australian 
desert. This is a story he’s been 
waiting his whole life to tell.

Running time: 18 minutes

Suitable for visitors aged 13+  

Book your session at maas.museum

Developed as a result of the inaugural 
Sundance Institute New Frontier-Jaunt 
VR Residency

Director  Lynette Wallworth

Producer  Nicole Newnham

Featuring Nyarri Nyarri Morgan

Narration  Lynette Wallworth and  
Curtis Taylor

Making Collisions
Running time: 3 minutes
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VICKI WEST
b 1960, Trawlwoolway, Tebrakunna, 
north-east Tasmania

vestra (star), 2019
Bull kelp, jackie vine, knitting twine

Milaythina Takila (heart 
country), 2019
Bull kelp, jackie vine, knitting twine

Lent by Vicki West

I use kelp as a metaphor for survival. 
Traditionally it was used to make 
water carriers, playing an essential 
role in the lives of the old people of 
Tasmania, as a part of their 
everyday tool kit.
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I am a proud Pakana and Trawlwoolway woman, mother, 
grandmother, artist from Tebrakunna Country in north-east 
Tasmania.

I use kelp as a metaphor for survival. Traditionally, it was used 
to make water carriers, playing an essential role in the lives of 
the old people of Tasmania, as a part of their everyday toolkit. 
I have used the jackie vine as a metaphor for unwelcome 
pests in our own environment, as it’s a native plant but is 
often considered a pest. 

My work is influenced by history and the historical ideology 
that we don’t exist. That Truganini was the last of our people, 
supposedly. I dispute this using my arts practice to reiterate 
that ‘we are still here’.

vestra is a body of work created for my grandson, shortly 
after his birth, and explores the idea of protecting, sharing 
and maintaining culture, each of the nine pods containing 
personal and cultural material and knowledge for him to 
discover.

milaythina takila is a celebration of the continuance of 
culture. Exploring notions of resilience and the importance of 
intergenerational practices for sharing of culture and cultural 
knowledge.

The 143 woven circles reference the years since the passing 
of Truganini. Many historical and current-day people believe 
that the Tasmanian Aboriginal people became extinct upon 
her death in 1876. The government of the day proclaimed she 
was the last full-blood Tasmanian Aborigine, hence evolved 
the prevailing myth of extinction. 

Peeling back the physical and psychological layers built up 
over time allows us to find an indexed truth often hidden by 
social and political agendas. These works invite the viewer to 
explore that which is below the surface and that which 
contributes collectively to the formation of the present day.

Vicki West, artist statement
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MAREE CLARKE
b 1961, Mutti Mutti, Wemba Wemba, 
Yorta Yorta, Boon Wurrung, south-
east Australia

River reed necklace, 2014
River reed, cockatoo feathers, waxed 
thread

River reed necklace, 2017
River reed, crow feathers, waxed thread

Quandong seed necklace, 2019
Quandong seed, gumnuts, waxed thread

Lent by Maree Clarke and Vivien Anderson Gallery

The river reed necklaces are based 
on traditional talisman that were 
given to people passing through 
Country as a sign of safe passage 
and friendship. We collect the river 
reeds from the Maribyrnong River, 
which is Boon Wurrung Country, and 
create these architectural necklaces 
to reinforce our traditions as they 
develop and remain relevant in 
contemporary Australia.

MAREE CLARKE
b 1961, Mutti Mutti, Wemba Wemba, 
Yorta Yorta, Boon Wurrung, south-
east Australia

Thung-ung Coorang (kangaroo 
tooth necklace), 2019
Designed and made by Maree 
Clarke and Nicholas Hovington with 
Mitch Mahoney, Kylie Clarke, Ebony 
Clarke, Indi Clarke.

Kangaroo teeth, leather, sinew, earth 
pigment, gold-plated kangaroo tooth

Lent by Maree Clarke and Vivien Anderson Gallery
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I am connected to the traditional lands of the Mutti Mutti, 
Boon Wurrung and Wemba Wemba and to the Trawlwoolway 
in Tasmania by lineage through Mannalargenna.

As a multidisciplinary artist, my creative arts practice is 
based on reviving elements of Aboriginal culture that haven’t 
been practised for a very long time. Research is an integral 
part of my creative process. I go to museums and work with 
collections and study the objects that are held there. 

But to me it is also important that I take my family on that 
journey with me because at its core, my practice is about 
building community and passing cultural knowledge to the 
next generation.

The kangaroo-tooth necklace has been constructed with my 
nieces and nephews. 

My husband showed them the process of taking the 
kangaroo sinew out of the tail and I showed them how to lay 
the necklace out and how to bind the teeth. Then they 
completed it — as a family.

We drive through Country and collect roadkill to make sure 
that none of those animals has died in vain and we’ve given 
them another life reinforcing their place within our culture.

The river-reed necklaces are based on traditional talisman 
that were given to people passing through Country as a sign 
of safe passage and friendship. We collect the river reeds 
from the Maribyrnong River in Victoria, which is Boon 
Wurrung Country, and create these architectural necklaces 
to reinforce our traditions as they develop and remain 
relevant in contemporary Australia.

When you enter Linear, you are greeted with my supersized 
photographs of Aboriginal men and women in mourning. 
With the permission of the Elders, I worked with 38 Aboriginal 
women and 45 Aboriginal men to explore traditional 
mourning processes including the making of Kopi caps (clay 
caps during mourning), body adornment and scarification. 

The women made their Kopi caps, used white ochre to mark 
their faces and wore black dresses as an acknowledgment of 
contemporary practices while the men wore black t-shirts 
with renderings of a range of body scarification patterns. I 
collected stories of loss or mourning from both men and 
women.

Maree Clarke, artist statement
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NICOLE MONKS
b 1981, Yamatji Wajarri, Dutch and 
English, Western Australia

Nyinajimanha  
(sitting together), 2016 
Marlu collection
Tasmanian blackwood timber, gold plated 
steel, kangaroo pelt

Developed as a part of the Arts NSW Indigenous 
Design Mentorship 2016 and formed part of a 
larger collection, Marlu, that was displayed at the 
Australian Design Centre, Sydney, NSW

MAAS Collection, purchased 2019

… the word ‘nyinajimanha’ tells the 
story of people coming together to 
share knowledge, and so the chairs 
are designed to be lower than 
standard to ground us to the earth 
and create an intimate zone that 
allows those sitting on the furniture 
to connect and create community, 
and encourage social wellbeing, 
connecting our cultures through our 
similarities.
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I am a Yamatji Wajarri woman with Indigenous, English and 
Dutch ancestry. 

nyinajimanha (sitting together) forms part of a larger 
collection marlu, a range of furniture that was supported by 
Arts NSW, Australian Design Centre and my mentor Terri 
Winter from Top3  
by Design.

Meaning ‘kangaroo’, marlu was inspired by a trip back on 
Country, visiting my 93-year-old Aunty Dora Dann and 
reminiscing about her childhood and stories of my great-
great-grandmother’s renowned kangaroo-tail stew. 

marlu represents the importance of knowledge transfer and 
the role of memory and lived experience in this process, while 
encouraging cultural exchange and learnings from Aboriginal 
philosophies and culture within the contemporary Australian 
context. 

For example, ‘nyinajimanha’ tells the story of people coming 
together to share knowledge and stories, and so the chairs 
are designed to be lower than standard to ground us to the 
earth and create an intimate zone that allows those sitting on 
the furniture to connect and create community, and 
encourage social wellbeing, connecting our cultures through 
our similarities. 

Conversation with family, local Aboriginal people and Yamatji 
Wajarri Elders, images of Country, recipes and reference 
books were used to inform the creative process, while 
ensuring cultural protocols were embedded during the 
development of the furniture.

All the works are customised and made to order, promoting 
sustainable practice and a mindful consumption that reflects 
a caring for Country.  This ethical approach ensures cultural 
sustainability and wellbeing. 

The collection features an aesthetic of seamless joins, 
simplified lines and forms, and a minimalist style, 
appreciating and learning from Aboriginal philosophy, and 
encouraging social and cultural connection.

Nicole Monks, artist statement
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ANNIEBELL 
MARRNGAMARRNGA 
b 1967, Kunwinjku, Maningrida,  
Arnhem Land, Northern Territory

Yawk Yawk Spirits (young woman 
water spirit beings), 2010
Woven bamboo, pandanus leaves,  
natural pigments

MAAS Collection, purchased with the assistance 
of the Patterson-Pearce Foundation, 2012

My artwork represents the mythical 
Yawk Yawk or ‘young woman being 
spirit’. The female water spirit is 
perhaps the most enigmatic 
mythological theme for the Kuninjku 
people. Sometimes compared to the 
European notion of mermaids, they 
exist as spiritual beings living in 
freshwater streams and rockpools, 
particularly those in the stone 
country. The Yawk Yawk is usually 
depicted with the tail of a fish, and 
the face of a young woman with long 
hair.
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CHARLIE GUNBUNA
b 1932, Maningrida, Arnhem Land,  
Northern Territory

Title not recorded, 1950–74  
Bark, natural pigments 

MAAS Collection, gift of Janice M Haynes under 
the Australian Government’s Cultural Gifts 
Program, 2008

Maningrida cultural 
material
These bark paintings were acquired 
by Professor Leslie Haynes, Head of 
Industrial Arts at the University of 
New South Wales, and Janice Haynes 
(nee Waddell), during field research 
in Maningrida, Northern Territory, 
between 1966–74. They recorded 
very little about this material and the 
community or people who created it. 

Maningrida is an Aboriginal 
community in the heart of Arnhem 
Land. The traditional owners of this 
Country are the Kunibídji People, 
though the town supports 
Aboriginal people from 
communities from throughout the 
region. The Museum is consulting 
with Elders from Mangingrida to 
properly understand and care for 
material from this region.

Artist not recorded
Maningrida, Arnhem Land, 
Northern Territory

Two bark paintings, 1900–50
Bark, natural pigments

MAAS Collection, gift of Janice M Haynes under 
the Australian Government’s Cultural Gifts 
Program, 2008

Artist not recorded
Maningrida, Arnhem Land,  
Northern Territory

Title not recorded, 1900–50
Bark, natural pigments

MAAS Collection, gift of Janice M Haynes under 
the Australian Government’s Cultural Gifts 
Program, 2008

MICK KUBARKKU 
b 1922, Kunwinjku, Kukabarnka, 
Upper Liverpool River, western 
Arnhem Land, Northern Territory

Mimi’s hunting kangaroo,  
about 1966
Bark, ochre

MAAS Collection, gift of Janice M Haynes under 
the Australian Government’s Cultural Gifts 
Program, 2003

CHARLIE BRIAN
Buluhkadaru, Maningrida, Arnhem 
Land, Northern Territory

Pair of boomerangs for 
ceremonial dance, 1997
Ochre, wood

MAAS Collection, purchased 1997

Artist not recorded
Maningrida, Arnhem Land, 
Northern Territory

Two bark paintings, 1900–50
Bark, natural pigments

MAAS Collection, gift of Janice M Haynes under 
the Australian Government’s Cultural Gifts 
Program, 2008
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ALLERY SANDY
b 1962, Yindjibarndi, Roebourne, 
Pilbara, Western Australia

Ngardu Marni, 2019
Acrylic on canvas

Lent by Weerianna Street Media

I just love drawing places that have 
significant stories that were told to 
me by the Elders in the early days. 
I’ve even travelled with them and 
heard how these places are 
connected to Aboriginal people  
and why they are sacred. I keep 
those stories within me and 
whenever I go bush I repeat it to  
my kids. 

This work will be on display from January 2020  
and is brought to you in partnership with NITV.

Pilbara artist on ‘slow TV’
Recorded over a three-week period, 
this ‘slow TV’ experience by 
Weerianna Street Media for NITV 
documents Pilbara artist Allery 
Sandy creating an intricate dot 
painting about Ngarluma Country. 
Titled Marni, the mesmerising 
marathon of colour and dot work is 
intercut with the majestic 
landscapes of the Pilbara. As she 
paints we hear Allery tell us about 
herself and her art practice in 
Yindjibarndi language.

Running time: 2 minutes

Footage courtesy NITV  
and Weerianna Street Media
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I just love drawing places that have significant stories that 
were told to me by the Elders in the early days. I’ve even 
travelled with them and heard how these places are 
connected to Aboriginal people and why they are sacred. I 
keep those stories within me and whenever I go bush I repeat 
it to my kids. You know, ‘Abi (Grandfather) said this place has 
a lot of stories.’ At the moment I’m having a go at a picture of 
the dam, because the dam is a significant story. It used to 
give us a good supply to the river. There were sacred sites 
there.

When I’m painting I’m communicating with the canvas, 
centring myself on colours and on the canvas and the design. 
I just need to work on that. My concentration is interrupted 
and distracted often. I could paint all day without 
interruption. I could get halfway on a canvas in a day. If I’m 
really enjoying it, I’ll protect my time with the canvas and 
refuse to be interrupted. I’m telling a story to the kids. 
Children always ask, ‘What you painting, Nanna?’ It’s 
honouring the tradition and passing it on to our children. 
Someone might step in my shoes and learn. We share our 
stories.

Allery Sandy, artist statement
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PROFESSOR WAYNE 
QUILLIAM
b 1963, Pakana, Tasmania

Contemporary Australian Aboriginal 
people engaged in ceremonial 
activity.

Digital reproductions of photographs

Images courtesy of Wayne Quilliam

I use established and new media 
technologies to document the 
stories of our people and — like the 
early pioneers of photographic 
theory — I work to capture the 
cultural fabric of society to ensure 
that there is a record of 
contemporary practices for our 
future generations. For them to have 
access to knowledge about their 
histories and to inform the building 
of their own identity is the force that 
drives my work. 

Digital cameras
Three contemporary digital 
cameras used by Wayne Quilliam: 
D-SLR7000 with lens, D-SLR800 
with lens, D-SLR300 with lens, 
Nikon Corporation, 2007–12.

Lent by Wayne Quilliam

Wailwan ceremony
These photographs of the Wailwan 
People from Quambone in central 
New South Wales were taken by 
commercial photographer Charles 
Kerry in 1898. They document the 
re-enactment of ceremony in the 
19th century and provide 
contemporary viewers with a record 
of key elements of ritual 
preparation, including the linear 
markings of physical adornment 
and the landscape. Although Kerry 
was invited to take these 
photographs by Wailwan Elders, 
they restricted what he could 
observe. 

Kerry sold the images as postcards 
with generic depictions of ‘NSW 
Aborigines’, losing the significance 
of their origins and relationships to 
sites. The Museum traced the 
people in the photographs to 
Wailwan land, consulted extensively 
with Wailwan people and has 
permission to show these images.

‘NSW Aborigines’
Photographs of Wailwan People  
by Charles Kerry, circulated as 
postcards and books by Kerry & 
Company with the Wailwan People 
only identified as ‘NSW Aborigines’, 
1898. 

Digital reproduction from glass plate 
negatives

MAAS Collection, Tyrrell Collection, gift of 
Australian Consolidated Press under the 
Australian Government Taxation Incentives  
for the Arts Scheme, 1985
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We are shades of our lands. 
We are not one people, nor a single voice, or of city or bush. 
We are many people and many cultures.  
We are people of family, of kinship. 
Our Elders hold our knowledge; our young carry our hopes. 
We share an understanding but hold many beliefs. 
Our pasts and our futures are joined. 
We’ve known great loss and shown great strength. 
We are the first people of these lands. 
We are shades of our lands. 
We are here.

Throughout my career I have seen much and learned 
much about diversity, about cultural practices and about 
the world in which I live. Some days I am an artist — some 
days I am a journalist and social commentator — and 
some days I am merely a mirror and a reflection of 
today’s society.

I use established and new media technologies to 
document the stories of our people and — like the early 
pioneers of photographic theory — I work to capture the 
cultural fabric of society to ensure that there is a record 
of contemporary practices for our future generations. For 
them to have access to knowledge about their histories 
and to inform the building of their own identity is the 
force that drives my work.

Through this work I have discovered much about my own 
identity — who I am and what my role and responsibilities 
are within my own community — and that I constantly do 
what I can to keep the  
stories alive.

Wayne Quilliam, artist statement
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LUCY SIMPSON
b 1981, Yuwaalaraay, Walgett, 
Lightning Ridge, Angledool,  
New South Wales

Yilaalu Cont, 2016
Porcelain

Developed as a part of the Arts NSW Indigenous 
Design Mentorship 2016 and formed part of a 
larger collection, titled Dhuwi, that was displayed 
at the Australian Design Centre, Sydney, NSW

MAAS Collection, purchased 2019

Yilaalu means a long long time ago 
but for that same time, in the future, 
to come … We understand that all 
things have dhuwi, an inner energy 
or essence that is carried within …  
I wanted to create things that 
emulated that dhuwi. Yilaalu Cont  
is a replica, it speaks of something 
that you can’t see, you can’t touch, 
you can’t feel, but in honour of those 
things the object is created.  

LUCY SIMPSON
b 1981, Yuwaalaraay, Walgett, 
Lightning Ridge, Angledool,  
New South Wales

3D printed model and  
casting mould 
Used in production of Yilaalu Cont, 
2016.

Plaster, plastic, digital CAD file

Echidna necklace, 2016
Echidna quills, twine

3D printer 
RepRap 3D printer version 01 Darwin, 
made by Bits from Bytes Ltd, United 
Kingdom, 2009.

Model and mould, courtesy of Lucy Simpson. 
MAAS Collection, necklace purchased 2019, 
printer gift of Louis Pratt, 2016



43

I am a Yuwaalaraay woman, a freshwater woman from  
north-western New South Wales. Our ngurrambaa (family 
lands) are up towards the Queensland border and just over. 
The third in a generation of three daughters on my mother’s 
side, I connect to the Baron/Namoi/Narran rivers and lakes. 
Gaawaa Miyay is a way that I describe myself, and that is 
River Daughter. 

I’ve always been a creative person, always been a maker.  
I didn’t think of myself as an artist — but I knew I was this 
other thing. 

I found that through making and materiality I could connect 
to Country, connect to place and connect to family. In 
connecting to Country, remembering Country, sharing and 
exchanging experience, I think design and making are really 
powerful tools in that way. 

I have visited many museums looking at the work of our 
people and during a trip to the British Museum, London, I 
came across a dillybag from our region. I had never seen one 
before. Culturally I understood the significance of this piece, 
but as a maker I wanted to understand the value. That was a 
transformative experience. 

So I gave myself this task: ‘I’m going to learn how to make 
one of these.’ 

Yilaalu means a long long time ago but for that same time, in 
the future, to come. As you get older responsibility changes, 
as your knowledge and your learning develop and deepen, 
things change. When I was a kid I would make necklaces. That 
was how my grounding in Aboriginal design and notions of 
sustainability were founded. Once the meat was eaten, every 
element of that animal was used, there was no waste. 

We understand that all things have dhuwi, an inner energy or 
essence that is carried within. After visiting these museums, I 
wanted to create things that emulated that dhuwi. Yilaalu 
Cont is a replica, it speaks of something that you can’t see, 
you can’t touch, you can’t feel, but in honour of those things 
the object is created.

Lucy Simpson, artist statement
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BILL ONUS 
1906–68, Yorta Yorta, 
Cummeragunja Reserve,  
New South Wales

Boomerang, 1956–60
Made by Bill Onus for Aboriginal 
Enterprise Novelties, Melbourne, 
Victoria.

Wood, natural pigments

MAAS Collection, purchased 1995

BILL ONUS 
1906–68, Yorta Yorta, 
Cummeragunja Reserve,  
New South Wales

Two vases, 1956–60
Attributed to Jon Lowe and 
decorated by Bill Onus for 
Aboriginal Enterprise Novelties, 
Melbourne, Victoria.

Earthenware, natural pigments

MAAS Collection, purchased 1995

Aboriginal Enterprise 
Novelties
Bill Onus was an artist, actor, 
activist and entrepreneur. In 1952, 
he founded Aboriginal Enterprise 
Novelties, a company that produced 
boomerangs, ceramics and 
souvenirs with Aboriginal motifs. 

Within ten years the company was 
producing 5000 boomerangs per 
week. The company employed 
other artists, including Bill’s son Lin 
Onus AM. 

These men utilised their expertise 
to create new ways of working with 
cultural material and technology, 
ensuring direct economic benefit to 
community while honing design 
excellence and innovation. 

Footage reproduced by permission 
of the Australian Broadcasting 
Corporation, 1971. 

Running time: 5 minutes
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How old is this boomerang?
This boomerang (top) was found in 
the mid 20th century during 
excavations near Bunnerong Road 
in Sydney’s eastern suburbs, but 
recent tests indicate the timber 
dates from between 1520 and 1795. 

The development of new scientific 
techniques, like carbon dating and 
CAT (computerised axial 
tomography) scans, means that 
museums can now identify the age 
of Indigenous technologies and 
materials in their care. 

Under the guidance of Indigenous 
staff and stakeholders and in 
partnership with the Australian 
Nuclear Science and Technology 
Organisation (ANSTO) the Museum 
investigated the boomerang’s age 
using carbon dating, which can 
determine how long ago a plant or 
animal has died. These tests 
indicate it was probably made in the 
pre-contact or early contact period.

Boomerang 
Maker not recorded, found east  
of Bunnerong Road, Sydney,  
New South Wales.

Wood, metal

Three boomerangs
Maker not recorded, western New 
South Wales or central Queensland, 
1900–25.

Wood

MAAS Collection, (top) gift of the Royal Australian 
Historical Society, 1981, (bottom) purchased 2004

Two boomerangs
Maker not recorded, central  
Queensland, 1900–10.

Wood

Two boomerangs 
Maker not recorded, western  
New South Wales, 1900–25.

Wood

MAAS Collection, (top) gift of the Royal Australian 
Historical Society, 1981; (bottom) purchased 2004
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DAVID MOWALJARLAI
1925–97, Ngarinyin, Kunmunya,  
the Kimberley, Western Australia

Bandaiyan (the continent), 1993
Digital reproduction

Image courtesy of Magabala Books © the artist 
and artist’s family

Land rights posters
Walyaji Wankarunyayiruni  
(land is life)
Designed by Chips Mackinolty with 
artwork by Andy Fencer 
Japanangka, produced by Redback 
Graphix, New South Wales, 1983.

Karli: the boomerang
Designed by Chips Mackinolty with 
artwork by Abie Jangala, produced 
by Jalak Graphics, Northern 
Territory, 1983.

Walyaji Wankarunyayiruni  
(land is life)
Designed by Chips Mackinolty with 
artwork by Lorna Fencer 
Napurrurla, produced by Redback 
Graphix, New South Wales, 1983.

Colour screen-print, paper, ink 

MAAS Collection, acquired 1997


