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Abstract 

In this thesis I describe my search for Larrakia material culture and research into the 
history and representation of Larrakia culture. I also discuss my interpretation of the 
material I found using my Larrakia education as a guide. Further, this thesis is an 
examination of my own search for that material in order to salvage Larrakia culture and 
restitute significant aspects of it through my paintings 

In Chapter One I consider various aspects of constructions of the past in relation to 
Larrakia, constructions by, for instance, administrators, historians and the South 
Australian Museum, where I discovered a large collection of Larrakia artefacts. 

In Chapter Two my discussion about the purpose of museums and why people visit 
them explores the reasons for placing objects in museums, objects such as everyday 
Larrakia implements housed in an environment for which their makers did not intend 
them. I refer to the contentious issue of collecting and displaying human remains and 
how this led me to explore the issue of eugenics and the way that people perceive others 
who are represented by these remains. 

In Chapter Three I relate traditional Larrakia material culture to my own artistic 
work and in particular, how I had been inspired by the discovery of artefacts found in 
institutions to create art which referred to the reliquary objects in variously open and 
restricted methods of representation for aesthetic, cultural and historical reasons. 

I draw several conclusions: if Larrakia people do not nurture what has survived in 
their culture then it has an uncertain future. Exhibiting collections where Larrakia can 
see them can assist this process. This may also inspire other Larrakia artists to create 
works of art. The issue of Larrakia customary rights to land is particularly relevant to 
cultural survival. 
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Introduction 



Introduction 

I am a Larrakia man, born in Darwin on Larrakia land. Except for the World War II 
evacuation and my subsequent schooling in Adelaide, my life has been spent mostly 
resident in Darwin. I was born, like my grandmother, in the old Palmerston Hospital in 
what is now known as Larrakeyah Terrace. My mother was born at home in one of the 
Vesty' houses at Bullocky Point where the Darwin High School is located. 

This thesis will describe my search for Larrakia material culture and research into 
the history and representation of Larrakia culture. I discuss my interpretation of the 
material I found in my paintings and, to a lesser extent other work, such as installations, 
using my traditional Larrakia education as a guide to understanding the material. 

Aspects of the various constructions of the past are considered as they relate to 
Larrakia people, constructions by, for instance, administrators, historians and the South 
Australian Museum, which houses a substantial collection of Larrakia artefacts. Further, 
this thesis is an examination of my own search for that material in order to salvage 
Larrakia culture and restitute significant aspects of it through my paintings. 

Like Lowenthal (1985), I became aware that my own discoveries were unique and 
that my attempts to salvage Larrakia culture, particularly its aesthetic and artistic vision, 
were my own creation, albeit a creation built on the intensive education in Larrakia 
cultural traditions given to me by my elders, supplemented by the reliquary and literary 
fragments of the Larrakia past which I found in museums and libraries. Lowenthal notes 
in The Past is a Foreign Country (1985:xviii - xix) that the "way people view their past 
seems to be a matter of universal concern". In his study of the preservation of history 
and the past as a general concept, he writes: 
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I began to realise that the pasts we alter or invent are as prevalent and consequential as 
those we try to preserve. Indeed a heritage wholly saved or authentically reproduced is no 
less transformed than one deliberately manipulated. (1985: xviii) 

Lowenthal analyses the defects and virtues of reliquary knowledge, setting out 
observations which accord remarkably well with many of my own as I conducted 
research on Larrakia material culture. 

This Thesis will also explain how, through my interpretations, I related traditional 
Larrakia material culture to my own artistic work and in particular, how I had been 
inspired by the discovery of artefacts found in those institutions to create art which 
referred to the reliquary objects in variously open and restricted methods of 
representation for aesthetic, cultural and historical reasons. For instance, while I have 
represented the Bandicoot Dreaming in a painting, I have been cautious in the way that I 
have represented it because of a mistaken belief by younger generations that any 
material from the ritual past of the Larrakia is secret-sacred. This is not so in many 
cases. Moreover, the painting of the Dingo headdress, a ritual object made from dingo 
pelt and other materials, discussed later, is not an exact representation of the object, but 
a rendering that aims to provide a sense of the vibrancy of the object rather than its 
actual physical appearance. The issue here is not that of ritual restrictions on ritual 
objects, but rather my own interpretation of the aesthetic values of the headdress. In 
some paintings, I concealed secret-sacred designs by various means. 

Relevant historical and other literature will be examined in order to provide a 
background and to give an account of Larrakia people surviving a long period of contact 
with other people and their cultures. 

In Chapter One I will discuss the historical construction of Larrakia and the history 
of their contact with people from other regions such as the trepang-harvesters from 
Macassar, now Sulawesi, and neighbouring Aboriginal people and Europeans. In my 
discussion about European contact I will explore the nature of that contact and what 
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impact it has had on the Larrakia people and the people they built relationships with 
prior to European contact such as the Macassans. 

My discussion on the Europeans commences with documentary material from 1839, 
when the British mariner, John Stokes first anchored in Port Darwin, up to the present 
time, 1999, the year that final submissions were made to the Aboriginal Land 
Commissioner of the Federal Court. It is the hope of the Larrakia claimants, including 
myself, that, the large body of evidence given  to the Land Commissioner will assist in 
the return of some of the land which has been progressively taken from Larrakia, since 
the invasion by European people. 

As a result of this invasion, over the past 160 years Larrakia people have witnessed 
a rapid physical change in the Larrakia landscape and a corresponding change in their 
own physical appearance. Larrakia have also witnessed a decline in their numbers 
brought about by the introduction of disease, forced relocation from their country and 
interference in the practice of their culture. 

In writing about Larrakia people and history in Chapter One I remain cautious and 
sensitive in view of the strongly expressed sentiments of some Larrakia claimants who, 
during the Kenbi Land Claim, were hesitant to reveal information about their family 
history. One family, the Cubillos, did not have those concerns, so I will restrict my 
discussion about present day Larrakia to that large family and some of the people they 
are related to. The Cubillos are able to trace their descent from one common Larrakia 
ancestor, Annie Duwun. It was her relationship with the early Scottish settler George 
McKeddie and their descendants' subsequent relationships with Asian people, which 
give rise to the broad range of contacts which Larrakia people have had with people 
from diverse cultural backgrounds. 

In Chapter Three my discussion about the purpose of museums and why people visit 
them will start with my first impressions of museums and my reasons for visiting them. 
I will also explore the reasons for placing objects in museums, such as the every day 
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implements used by Larrakia people into an environment for which their makers did not 
intend them, an environment unimaginable to their makers. 

I will also look at the contentious issue of collecting and displaying human remains 
and how this led me to explore the issue of eugenics and the way that people perceive 
others who are represented by these remains. 

In Chapter Three my discussion about how my art was influenced by my research 
will start with an exploration of my early interest in and experimentation with art. I will 
touch on artists who have inspired and influenced me. I will then discuss my entry into 
formal studies at the Northern Territory University, the work I created during that time 
and how that was received by the people who became interested in what I was doing and 
what happened to the work. 

I will also briefly discuss the influences on my artistic work during my research into 
cultural maintenance, such as my substantial input into the Kenbi Land Claim. A 
description of the artwork I created for my postgraduate exhibition and the sources of 
inspiration for those works will follow this. 
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Chapter 1 

Who are the Larrakia? 

Larrakia is the name given to Aboriginal people who are the original owners of the land 
that the city of Darwin has been built on. The Larrakia are a coastal people, or saltwater 
people, and it is probable that, apart from the Tiwi people, who are located a short distance to 
the north of Darwin on Bathurst and Melville Islands, the first sea-going people to make 
contact with the Larrakia were the Macassans. The Macassans came from the north west of 
Darwin, from a place now known as Sulawesi. 

Darwin is located in the tropical savanna region and is subject to the monsoonal climate 
with two main seasons: a dry season between the months of April and November and a wet 
season between December and March, with periodic cyclones during the wet (Bums 
1990:60). Bums (1999:60) explains that Darwin Harbour is a drowned river valley and that 
its present-day shape, of indented embayment and associated rivers, came about with the sea 
level rise that stabilised at 6000 BP. 

Basedow (1907) and Foelsche (1882) refer to the rich ceremonial life of the Larrakia, and 
Parkhouse (1895:639) comments on the large gatherings at Port Darwin during the wet 
season. Bums (1999:6 1)), summansing the sparse ethnohistorical accounts, notes that "it was 
also observed that large stone artefacts of this type were left behind at semi-permanent wet 
season camps when people became more mobile during the dry season ... 

Bums (1999:6 1) concludes from these accounts that 

fishing, including dugong and turtle hunting, and mollusc gathering constituted an important 
part of the subsistence strategies for these coastal people, as they did elsewhere in northern 
Australia, where large shell mound sites have also been recorded 

Much Larrakia oral history concerns contact and work with the Macassans, such as 
fishing, trade and the employment of Larrakia men on their sailing vessels, known as praus. 



Some Larrakia believe that the name Larrakia is an old Macassan word. There are a number 
of very old Tamarind trees around Darwin, which are said to have been planted by the 
Macassans. The Macassans are known to have planted Tamarind trees at locations where they 
established their trepang operations. 

There was contact between the Macassans and the Larrakia prior to the coming of the 
British. While the customs duties imposed by the South Australian government in 1907 is 
often cited as the immediate reason for their failure to return to Australia's northern shores 
after that date, there are, according to the local oral traditions, other reasons that explain why 
they stopped coming to the Darwin region. Some of those reasons, as they have been put to 
me, include: unfavourable winds; bigger harvests of trepang towards the north east along the 
Arnhem land coast and possibly violent contact with the Tiwi to the north of Darwin. The 
Tiwi were known to fiercely defend their land and had attacked the Dutch when they landed 
on one of the Tiwi islands about sixty years before Australia was "discovered" by the 
British.2  

The occupation of Larrakia country by Europeans may also explain why the Macassans 
stopped coming to the Darwin region. Another contributing factor for the absence of 
Macassan visits to Larrakia country may have been the wariness of the Larrakia towards 
foreigners, following unpleasant experiences with the Tiwi, who were making raids on the 
Larrakia coast for women for wives. The Larrakia later recognised the children being born 
out of the forced relationships of those earlier raids, as their own, and the earlier enmity with 
the Tiwi changed to friendship and sharing of culture. 

There were other mariners who may have seen Aboriginal people in the Larrakia region 
prior to settlement of the North. The Portuguese were conducting trade from Timor as early 
as 1516, and because of the proximity of Timor to Australia's north, it is probable that the 
Portuguese, based at Timor, were aware of the existence of Australia and in particular, its 
northern coast. In 1644 the Dutch mariner Abel Tasman sailed along part of the Larrakia 
coast.' 



The British mariner, Philip Parker King anchored in Port Patterson in 1819 and reported 
some Aboriginal people fishing on the reefs on the western side of Cox Peninsular. The Cox 
Peninsular is part of Larrakia land and is included in the Kenbi Land Claim, a claim lodged 
by the Northern Land Council, on behalf of the Larrakia, in 1979 The eastern side of the 
Cox Peninsular can be seen across the harbour from the city of Darwin. 

The authors of the Northern Land Council's Kenbi Land Claim book (1979) were of the 
opinion that these reefs were in the vicinity of a chain of islands that include Quail Island.6  
The Larrakia name for this Island is Duwun and it is also the name of a Larrakia woman who 
formed a relationship with George McKeddie, one of Darwin's early settlers. These ancestral 
characters will be referred to again. The first face to face contact with Aboriginal people in 
the Cox Peninsular area was made by Captain Wickham, who was leader of one of John 
Stokes' coastal exploration parties.7  He thought they were terrified because they were yelling 
out. However, I heard a stoly from one of my uncles about a similar scene that he witnessed 
in the 1940s. 

He watched a canoe coming across the harbour from the Cox Peninsular towards Darwin, 
the canoe had men women and children in it and there were other men hanging on to the side 
of the canoe. They were kicking and splashing in the water and yelling out, giving the 
appearance of being frightened by something. The canoe made its way towards my Uncle 
and when they arrived, he asked them what was wrong and why they were yelling out, and 
they said it was to scare the crocodiles away. The men took turns in the canoe because there 
was not enough room inside for everyone. (Delphin Cubillo, 1980, Pers. Comm.) 

Such stories from the oral traditions of the Larrakia have a contradictory status. On the 
one hand, Larrakia people of my age have heard them from our elders during the course of 
our lives, and they play a significant role in establishing our identity as Larrakia; this is the 
heritage that we Larrakia share. On the other hand, few, if any non-Aboriginal residents of 
Darwin would have heard the large repertoire of stories from the oral history of the region, 
and thus these stories do not circulate much beyond the Larrakia social world. Historiography 
teaches us that the conqueror writes the history, although there is always more to history than 



this. We should also observe that the conquered remember history, and this remembered 
history is an institution in its own right, with its own powerful effects. Lowenthal (1995:223) 
in How we know the past: Histoiy observes that, "Narrative's linear nature does constrain 
historical understanding." He, too, notes that: 

But awareness of the past involves more than linear movement: social, cultural, and myriad 
other circumstances are superimposed on the narrative, together with histories of other peoples, 
other institutions, other ideas. (1995:223) 

Exploration and contact by British mariners became more frequent. John Stokes sailed 
into Port Darwin, on the Beagle, in 1839. He named the port to honour the naturalist Charles 
Darwin.' The Aboriginal people, who were camped on the beach between what was to be 
later named Stokes Hill and Fort Hill, were referred to for sometime after this contact as Port 
Darwin Natives. Although the port was named Port Darwin, the township was named 
Palmerston after a British nobleman. It was changed to Darwin by the Minister for External 
Affairs G. W. Batchelor in 191 V Charles Darwin, who was a naturalist travelling on the 
HMS Beagle, later became famous as a result of the publication of his controversial book on 
natural selection!0  

Port Darwin Native people called themselves Larrakia, and have used this name for so 
long that many Larrakia today do not know of any other traditional name. However, as 
mentioned earlier, there is a belief amongst some Larrakia that it is a foreign name given to 
them by the Macassans. This was mentioned to me again in the 1970s, this time by a non-
Aboriginal person, Jack Doolan, who shed more light on the origins of the name. He had 
worked with Larrakia people at Delissavile (Belyuen) on the Cox Peninsular. He told me that 
Larrakia was a Macassan word, used by them to call out to the Larrakia people working on 
their boats, instructing them to fix the anchor in the beach - literally "put-it-in".'1  Larrakia 
people do have a traditional name for themselves, which is Gullunbirrgin, meaning "Us-
black-people" in the Larrakia language. 

4 



Larrakia oral history refers to Larrakia people having always lived in the Darwin region 
and surrounding areas. Neighbouring tribes have confirmed this whenever they are asked 
whose land it is. Thomas Parkhouse also made mention of Larrakia and their country when 
writing for The Association for the Advancement of Science in 1895. 

Thomas Parkhouse was Accountant and Paymaster for the South Australian Government 
Railways, and an amateur linguist, at Port Darwin in the late I 800s. He had an interest in 
Larrakia language and compiled a list of Larrakia words. He was also interested in the 
relationship between various members of the Larrakia tribe and some of the customs and 
practices performed by the people. In his writings on the tribal boundaries of various 
Northern Territoiy tribes, he made the following comment: 

The Territory of the Larrakia, in which Darwin is situated, embraces the seaboard from 
Shoal Bay to South Port, and extends inland to the forty sixth mile on the railway line, the 
Waggait, whom both the Larrakia and Awarra detest, being their westerly neighbours. The 
Wulnar tribe occupy the country to the east of the Larrakia, from Marrakai cattle station on the 
Adelaide River to Shoal bay and thence along the coast beyond Escape Cliffs, their easterly 
neighbours being Alligator River blackfellows. The Larrakia and the Wulnar are allied tribes 
between whom marriages are frequent.'2  

Parkhouse's boundaries are probably inaccurate. His conclusion that Larrakia detested 
the Wagait is almost certainly inaccurate, probably based on the opinions of aggrieved 
persons involved in some dispute, but hardly representative of group opinion. The name, 
Wagait, is a generic term referring to sand- or beach-people, now called salt-water-people, 
such as the Larrakia, Wadjigin and any other neighbouring tribe along the coast. The 
Wadjigin were sometimes referred to as Wagait, and they too had relationships with the 
Larrakia. Both tribes intermarried and the Larrakia ritually supervised some parts of the 
Wadjigin ceremonies. Some Larrakia people consider the Wadjigin and Larrakia people to be 
one people. (Bobby Secretary, 1979. Pers. Comm.) 

George Mungulu (1894-1982) a senior Larrakia ceremonial leader, told me that Larrakia 
land extends from the mouth of the Adelaide River, where it was shared with a neighbouring 



tribe the Wulna, to the mouth of the Finnis River where it was shared with another 
neighbouring tribe, the Wadjigin. The land also extends inland from the Finnis River towards 
the Acacia Gap area. Manton Dam, Darwin River Dam, Humpty Doo, Howard Springs, Bees 
Creek,, Koolpinyah Station , Humpty Doo Station, Palmerston, as well as Darwin City and its 
suburbs, are all part of Larrakia land. The land also includes coastal islands such as the 
Vernon Islands to the east and a chain of Islands including Duni in Mirrie in the west. Many 
other areas are included such as reefs, sandbars, the large island in Bynoe Harbour known as 
Indian Island and surrounding seas'3  

One of the traditional Larrakia stories told to me by George Mungulu refers to Daribah 
Nungalinya (Old Man Rock). George related that Nungalinyah travelled, from a place called 
Koolpinyah, to a beach, now known as Casuarina, where he sat for a very long time before 
moving out to sea, a distance of several kilometres. Looking at this story from another point 
of view, it could be explained as an observation of a change in the coastline by a group of 
people, who have passed the story down over many generations. Considering the distance 
that it is now from the beach, more than a kilometre, this observation has possibly been 
passed down over several thousand years. 

Tim Smith (1996:197) mentions this aspect of traditional knowledge in his Masters 
Thesis, A Study of Iconography of the Sea and Shipwrecks: 

An historical image of the Australian continent that extends to the edge of the continental 
shelf has existed for Aboriginal people as part of the Dreainlime until modern geology confirmed 
what Aborigines have known for thousands of years.'4  

One of the earliest recorded Larrakia artists was a man by the name of Billiamook. 
Andrew Sayers talks about him in his book titled Aboriginal Artists of the Nineteenth 
Century. 

Billiamook was a Larrakia man, born about 1853, and was closely involved with 
Europeans from the earliest years of settlement at Darwin. In 1870 he was taken with two 



other Larrakia men to Adelaide, the object being to impress them with "the number and 
power of the white races". After six months in Adelaide the men returned to Darwin and 
thereafter Bililiamook became a well-known local identity in and around the town.'5  

I had seen some of Billiamook's drawings in the South Australian Museum before I read 
Andrew Sayer's comments about him and I remember being excited about the captions 
against the drawings, some of which I recognised as Larrakia words. The Museum staff who 
showed me the drawings did not know which country the artist had come from. The 
Aboriginal name of the artist, which was also on the drawing, was also exciting for me as I 
noticed how similar it was to Billawook, a Belyuen woman who was once married to a 
Larrakia man. Billawook's knowledge about Larrakia culture on the Cox Peninsular was 
quite extensive and her evidence was important to the Kenbi Land Claim. 

As mentioned earlier, the Macassans on their sailing boats used Larrakia people as 
deckhands. Apart from trade, the Macassans were keen to fish for trepang (bathe de mer). 
Family oral history mentions Larrakia wearing Macassan sarongs and this was evident in 
some of Paul Foelsche's photographs. I saw photographs in the South Australian Museum 
which were arranged as studio shots. The sitters were dressed in the sarongs, although these 
could have been provided for the portraits. There was also a number of group photos which 
seemed to be less contrived, the subjects appearing in mixed forms of dress. Some of the men 
wore shirts and trousers; a few had a type of loincloth and one or two wore sarongs. 

Larrakia learnt from the Macassans how to make dugout canoes and these were reported 
to be used by the Larrakia to travel from the Cox Peninsular to Darwin for ceremonies. 
(Deiphin Cubillo, 1979. Pers. Comm.) 

When the pearling industry became established in Darwin, Larrakia people were chosen 
to work on the boats because of their understanding of their traditional waters, their 
navigational skills and their earlier experience with the Macassans. This time they were 
working alongside Filipino and Malayan divers and later Korean and Japanese divers as well. 
George Mungulu was one of those deckhands in those early days. 
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George's mother was Larrakia and his father was from a neighbouring tribe of the 
Larrakia, the Wadjigin- speaking people. George spoke the Larrakia language and had been 
initiated into all the Larrakia ceremonies. He achieved the highest ceremonial status in 
Larrakia ritual affairs, a status referred to as Dariba, and yet he always identified with his 
father as a Wadjigin. This did not prevent him taking responsibility for Larrakia land, 
particularly the important sacred sites for which he was responsible. He later passed on this 
responsibility to me. 

During the hearing of the Kenbi Land Claim many Aboriginal people identified 
themselves as Larrakia and came forward to give evidence to support their claim. Justice 
Olney in handing down his decision on the claim (since overturned by the High Court), 
decided there was only one "Traditional Owner" under the Aboriginal (Northern Territory) 
Land Rights Act and that person was a Larrakia man named Mitbul, also known by the non-
Aboriginal name, Prince of Wales. Mitbul is my cousin. In a much disputed decision, the 
Aboriginal Land Commissioner did not recognise other senior Larrakia such as Gabriele 
Secretary, his sister (recently deceased in 1999), myself and many other Larrakia people who 
gave substantial evidence during the claim. Some of the most knowledgeable of these had 
died before he handed down his decision. 

Today all people, who say they are Larrakia, are of mixed ethnic background and include 
many of Darwin's well-known families. The following is an example of the historical and 
genealogical connections of one of these families, the Cubillo family. 

Historian Peter Forrest provides some of the biographical details of a Scottish settler, by 
the name of George McKeddie who, in the late 1800s'6, was living in the Belyuen area on the 
Cox Peninsular where he met a Larrakia woman by the name of Annie Duwun. It was from 
this union that one of Darwin's best known families, the Cubillos descended. Forrest, writing 
for the Northern Territory News, wrote in 1999: 



McKeddie has hundreds of descendants through his daughter Lily who was born of his union 
with the Larrakia woman Annie Duwun. Lily married Antonio Cubillo and their children all had 
families.'7  

McKeddie came from Avoch in Scotland and he owned large areas of land in the city of 
Darwin and other areas including Delissaville (Belyuen). He also managed P R Allents Store, 
at Southport at Middle Arm near Darwin and in which he later became a partner. The shop 
provided stores that were transported to the small port by visiting sailing ships, to European 
settlers who lived inland on pastoral and mining leases. A large group of Larrakia people 
lived near the town of Southport during the time McKeddie operated the store. The shop and 
town no longer exist. George McKeddie also had property in other parts of the Top End of 
the Northern Territory including Darwin and Katherine.'8  

According to Larrakia oral tradition, Annie's Aboriginal name, Duwun, is the Larrakia 
name for Quail Island, an important Larrakia site off the coast of Cox Peninsular. It was used 
as a bombing range by the Australian Airforce from 1942 up until the late 70s in spite of 
complaints from many Larrakia including myself. Although the bombing ceased the Airforce 
wanted to resume bombing. I was asked by George Mungulu to take over responsibility for 
the protection of the Island from him and I spoke out against the Airforce resuming bombing, 
at a meeting with the Airforce representative, at Belyuen. When I asked the Airforce 
representative why they wanted to use the Island as a bombing range, I was told it was 
because the Island had the same profile on radar as an aircraft carrier. I told him that Larrakia 
people were buried on the Island and that bombing must not start again. The bombing did not 
resume. 

Annie Duwun had two children, Jack McKeddie and Magdelene McKeddie, sometimes 
called Lily, in remembrance of a relative of McKeddie's who lived in Scotland. Jack married 
Vicky Dashwood, George Mungulu's sister, and as far as the family is aware there were no 
children from this union. Magdeline married a Filipino pearl diver who worked on George 
McKeddie's pearling boat. His name was Antonio Cubillo. From this union there came 10 
children and my grandmother, Christine Cubillo, was the eldest of those children. 



George Mungulu was also an uncle of Prince of Wales, a Larrakia man whose Aboriginal 
name is Mitbul. He is affectionately referred to as Prince, or Princy by many of his friends 
and aCquaintances. George was married to the sister of Prince's mother and lived on the cliff 
top at Lameroo Beach with Prince's father, King George. It can be seen how the naming of 
Prince's father had automatically provided him with his nickname. Prince's grandfather was 
also given a "royal" name, King Miranda. Early settlers probably gave this name to him 
because they noticed he had some influence over the Larrakia people and thought he was 
some kind of "chief'. However, Larrakia do not have a king or chief in the true sense of the 
title.'9  Respect and obedience were given to people as they advanced through ceremonies 
gaining traditional knowledge that younger Larrakia depended on in their daily life. 

A large group of Larrakia lived on the beach below my Uncle and his brother-in-law. 
The beach extends around the coast towards Fort Hill Wharf. The wharf was named after a 
hill that is no longer there, having been bulldozed to the ground. It is on this beach that a 
photo was taken of a large group of Larrakia people who were gathered together to receive a 
supply of blankets.2° When I reflect on Justice Olney's findings on the Kenbi Land Claim in 
which he found only one Larrakia Traditional Owner, within the meaning of the Land Rights 
Act, (later, overturned by the High Court) and look for the missing hill which I had climbed 
as a child, I am reminded of the changing appearance of Larrakia people and their land. 

Indications are that the Larrakia people suffered high mortality rates from introduced 
diseases, amongst other contributing causes, as a result of their contact with Asians and 
Europeans. Other social conditions, such as changed living habits, contributed to the high 
mortality rate particularly amongst the very young. The Europeans brought Asian people to 
Darwin as cheap labour, particularly Chinese labourers, referred to by the British as 
"coolies". Other Chinese came independently. The Chinese gold miners settled at Pine 
Creek and later in Darwin itself 

When Larrakia people died at Lameroo Beach, they were transported to Mindil Beach by 
canoe for burial. The body was carried on a sheet of galvanised iron to the grave site and 



when the grave was dug the iron was used to cover the body before the grave was filled in. 
(Deiphin Cubillo, 1979. Pers. Comm.) 

Some of these graves were disturbed when workers laid sewerage pipes for a toilet block 
at Mmdii beach not far from the present Casino. This happened in June 1977 the year before 
construction commenced on the casino, in October 1978. I am unaware of the location of 
these remains today. When work commenced on the Casino further burials were disturbed. 
The Casino was a project of the Northern Territory Government in partnership with a private 
investor. 

Reports were commissioned to establish the racial background of the skeletal remains. 
The first report suggested that they were possibly Indonesian natives. This suggestion was 
based on dental examination, which indicated one of them had smoked a pipe and that they 
had not been exposed to a traditional diet. It was later suggested that they were Asian 
fishermen who had drowned. This extraordinary suggestion was later rejected following 
Larrakia and Wadjigin coming forward with names of people buried there and others who 
were aware of the burials and their history. The second lot of remains was reburied on an 
Island in the middle of the creek next to the Casino.2' 

Aboriginal remains were again disturbed when another toilet block was built at the other 
end of the beach towards Builocky Point, the present location of these remains are also 
unknown to me. In spite of the mounting evidence of burials all along the beach the Darwin 
City Council and the Northern Territory Government continued to develop the area and this 
caused a lot of concern for Larrakia people and neighbouring tribes who had burials there. It 
was in 1992 when trenches were being dug for electrical cables to service the planned Mmdii 
Beach Markets that matters came to a head. The Aboriginal Areas Protection Authority called 
a meeting of Larrakia and other concerned Aboriginal people to talk about the problem and to 
try and find a solution to the continuing disturbance of the Aboriginal remains. It was decided 
that a memorial would be built and signs would be placed along the Beach reminding 
everyone that large areas of the beach was used as an Aboriginal burial ground and that the 
area was not to be disturbed. The developers put forward a design for the memorial, rejected 
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by the Aboriginal people on the committee that was formed by the Aboriginal Areas 
Protection Authority. They preferred a design that I put forward and the memorial was 
subsequently built with funding from the Darwin City Council and assistance from the 
Aboriginal Areas Protection Authority. 

The memorial was erected to remind people in Darwin of the importance of these burials 
to the Larrakia as well as other tribes. A Tiwi skull which was marked "Melville Island" was 
recovered from Edinburgh University and buried in the memorial at the request of the Tiwi 
Land Council. The return of the skull had caused concern for the Tiwi because they could not 
use proper Tiwi protocol to bury it on Melville Island and because other Tiwi burials had 
been located at the beach they requested permission from the Larrakia elders to bury the skull 
on Larrakia land. Permission was granted. The Tiwi people performed a ceremony in their 
usual way. I had assisted Felix Holmes, a Limillingun man who has been through Larrakia 
ceremonies to the rank of Mulimya, on an earlier occasion to perform a ceremony to put to 
rest the spirit of the Larrakia remains unearthed during the laying of electrical cables for the 
Mmdii Beach markets. The Northern Territoi'y News report of the matter indicated they were 
more concerned at the delays to the opening of the markets and had little if no concern for the 
distress caused to Aboriginal people.22  

The archival documentation of Larrakia life after the early contact period is sparse, and 
any account of Larrakia life in the subsequent period must depend on oral traditions. 
Larrakia oral traditions, bound up as they are, with the biographical signs of ancestors and 
other ancestral beings in the landscape, are dependent on the way that the past is shaped by 
the dead, envisaged by Larrakia as eternal presences in places and realms of significance. 
Lowenthal (1985:287) cites Uchendu, Ancestorcide! Are African Ancestors Dead? 

Among the Swahili, the deceased who remain alive in the memory of others are called the 
'living dead'; they become completely dead only when the last to have known them have gone 

Like the Swahili the Larrakia regard their deceased ancestors as being among the living, 
influencing events and requiring ritual expression of respect and remembrance. 
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Citing Basedow (1907:19-27), Foelsche (1882:12-14), Burns catalogues the economic 
activities of Larrakia people observed during the post contact era: 

Fish and crabs were procured from reef pools or constructed fish traps at low tide, or from 
rivers, creeks and waterholes by spearing, netting or using certain barks or leaves to stupifj the 
fish. Knowledge of annual behaviour was extensively employed in procuring game such as 
kangaroos or ducks and geese. Kangaroos were ambushed along well-used paths to water, or 
numbers of geese caught in hides in a process that exploited the curiosity of the geese. Complex 
processing techniques were used in the preparation of some yams to render edible sources of 
carbohydrate 

The yam that required complex preparation is referred to in the Larrakia language as 
gulida. Sometimes, the preparation, as it has been taught to me, is notjust a culinary activity. 
It is a ritual food prepared for the initiation ceremony, the pounding, washing and leaching all 
carried by women. The intimate knowledge of edible plants and animals, their habitats, 
climate and weather patterns, and the beloved landscape was maintained by the constant 
contact with the environment for economic and cultural purposes. The destruction of places 
with the development of Darwin was the precursor to the loss of such knowledge. 

Larrakia people, like the land that they live in, have undergone major changes since 
European contact and the Asian contact following European settlement. These changes have 
occurred in the past 100 years with many of them, particularly in the landscape, occurring in 
more recent times, brought on by a growing demand for land within the city of Darwin and 
town of Palmerston. This demand for development has resulted in hills being torn down, 
fresh water springs being covered over, gullies with their rain forests and native animal 
population being filled in with garbage and soil and mangroves and other native trees being 
uprooted. However, as the considerable amount of evidence given during the Kenbi Land 
Claim shows, Larrakia have pride in their culture, have not forgotten their ancestors, are 
actively involved in the Darwin community and through these activities make it clear that 
they are still here. 
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Wally Fejo, one of the claimants in the Kenbi Land Claim, expressed his feelings in the 
following way: 

Wally Fejo: I think my little story is something that is happening to the whole lot of us, as 
Larrakia people. There has been a struggle. We work hard, we are pulling together, and I think 
apart from us oldies the younger folk are coming up, we as the Larrakia people have a history 
and want to keep it that way, because it is going to show to all of Australia that we had a 
beginning, and throughout that turmoil and troublesome time of life we have stuck together, and 
it is hard, difficult, but I think we are still in there hanging in... 24  

While I agree with Wally in many respects, not all Larrakia people have remained 
committed to the moral universe of the Larrakia cultural traditions. This was also made clear 
during the Kenbi Land Claim, as different groups, all assisted by the Northern Land Council, 
jostled for a superior position in the claim. Only one group, the Larrakia Language Group, 
kept an open door for all Larrakia who wanted to pursue the claim with them. There are over 
a thousand Larrakia who have been registered with an interest in the Kenbi Land Claim. 
However, not all gave evidence. Now that all evidence has been heard, the Aboriginal Land 
Commissioner, Justice Gray, who succeeded Justice Olney, is expected to complete his report 
and forward it to the Federal Minister for Aboriginal Affairs, in accordance with the 
Aboriginal Land Rights (Northern Territory) Act, sometime towards the end of 1999. 
Following acceptance of the report and the recommendations, if any, to grant land to the 
Larrakia, the people may again enjoy some of the land, after having received it back from the 
people who took it all those years ago. 

Today, apart from remnants of traditional knowledge held by a few people, there is very 
little physical evidence left of Larrakia earlier presence in their country apart from extensive 
shell deposits. Larrakia did not leave behind a wealth of rock paintings as other Aborigines 
did and all the artefacts collected from Larrakia have ended up in museums outside of 
Larrakia country. There are some earlier burials, stone remains of a fish trap, some streets 
named after Larrakia and photographic, phonographic and written records kept in libraries by 
Europeans. Most of this lies outside Larrakia country. 
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This lack of physical evidence, combined with the confusion caused by using the names 
of other Aboriginal Tribes to name suburbs has not assisted Larrakia people in their claim to 
the land. 

This removal of memory of past culture to enable the new to exist without guilt seems to be 
an ongoing process. For some people this may not be such a bad thing. Ariella Azoulay, 
(1994:106). in With Open Doors: Museums and Historical Narratives in Israel's Public 
Space writes: 

It is said that in the fullness of time, everything is doomed to oblivion. This may not 
necessarily be a bad thing after all, since it is cultural and epistemic amnesia or erasure that 
makes possible creation in the broadest sense of the word. Space writes.25  

Larrakia may be doomed to oblivion and only remembered in a few street names. 
However, this is not what I would like to see happen. The memorial I designed for the Mindil 
Beach burials was an attempt to prevent this happening and remind people in Darwin that 
they are in Larrakia country. It is necessary to remind people about the Larrakia because of 
the many large suburbs of Darwin that have been named after Aboriginal tribes from many 
hundreds of kilometres away. I saw this as an attempt to confuse Europeans and others, as to 
who the true owners of this country are. Aboriginal people know the areas of their own 
country with just minor differences of opinion as to where exact borders are in some cases. 

The South Australian Museum has a substantial collection of Larrakia artefacts and 
material culture. This collection can assist to keep Larrakia culture alive. I would like to 
discuss this further in my next chapter on museum and Larrakia culture. 
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Photo 1. Kenbi Land Claim Hearing on the Cox Peninsular 

Photo 2. Delphin Cubillo, George Mungulu and Richard Barnes Koolpinyah 
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Chapter 2 
Larrakia Culture and Museum Culture 



Chapter 2 

Larrakia Culture and Museum Culture 

When I first visited the South Australian Museum in 1997, the experience brought back 
memories of my childhood. When I was a child, I lived in the central business section of the city of Adelaide, and the South Australian Museum and the Art Galleiy next door to the 
Museum were in walking distance of my home. I made many trips to both institutions, 
particularly on weekends. In 1997 the buildings from the outside were much the same as I 
remembered them as a child, however, the displays in the Museum seemed different. The 
human skeletal remains, such as the collection of skulls discussed further in this chapter, were no longer on display, a reflection of the new sensitivity towards Aboriginal people being 
adopted by museums. 

'Lowenthal reminds us that reading the past from our present experiences is a recent 
phenomenon, made possible by the category of history itself and our education into the 
process of thinking historically. How we know the past: Memory (1985:199) 

Today when our literature and whole conduct of life is unthinkable without a sense of time and of the past', writes Christopher Salverson, 'when practically no emotion can be felt without some reference of it to earlier experience or to childhood', it is hard to realise that this sense of personal continuity was rare before the nineteenth century. 

I had expected that museum research would involve being cloistered in a musty room, and would involve a level of boredom. 

The cooperation and assistance I received from the Director and staff of the Museum made my research a lot easier than I expected it to be. The time I spent in the store-room looking at hundreds of items, although tiring, was quite enjoyable because of the volume and variety of 



the collection. Coming across an occasional Larrakia artefact made my task worthwhile. Each 
discovery engendered both sadness and a frisson of thrill at a successful score. 

Lowenthal, writing about How we know the past: Relics (1985:238) confirmed my visceral 
and aesthetic experience in this cultural treasure hunt: 

Tangible relics survive in the form of natural features and human artefacts. Awareness of such relics enhances knowledge gained through memory and history. But no physical object or trace 
is an autonomous guide to bygone times; they light up the past only when we already know they 
belong to it. Memory and history pm-point only certain things as relics; the rest of what lies 
around us seem simply present, suggesting nothing past 

Larrakia Material Culture in the South Australian Museum 

The catalogue list I started out with was quite comprehensive and even after shortening the 
list it took considerable time to find each item. This was partly due to the large number of 
items stored on shelves and in drawers and partly due to items not being at the exact location 
shown on the list. 

Some items may not be in the collection as the Museum apparently sometimes supplies 
other museums: 

It is rather remarkable that at this time he informed the Board that, "having lately received a 
large and valuable collection of native weapons and implements from the Northern Territory, I 
shall forward them with other things to America and elsewhere at an early date." 

There were a number of Larrakia spears in the South Australian Museum collection. 
Some were designed for hunting, some for fighting and others for ceremonial purposes. 
There were also spears, which I understand from my Aboriginal education, that were 
probably made for corporal punishment of tribal people who had committed serious offences. 

There were also a number of spear throwers of two types. The longer ones were designed 
for hunting and fighting and were carried everywhere by Larrakia men in earlier days, 
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perhaps as a symbol of their readiness to respond to hunting or fighting needs. They were carried about by the men, even if there were no spears nearby to be propelled by them. The shorter, less elaborately designed spear thrower is designed to be used with short reed spears. 

Three of the spears I saw had a single row of barbs and each, because of their fine narrow design, could be easily used as hunting or killing spears. One of them is documented in the Museum records as having been recovered after it was thrown at an early resident of Darwin. Fortunately, the spear missed him. One of the barbs broke off and this made it easier to identify later from amongst a group of similar spears. This particular design I have also seen in the Tiwi Islands and Daly River regions in recent times. Larrakia are known to have close relationships with people from both regions. 

Another spear had two spear heads each with a single row of barbs which were turned to face inwards. At first it seemed to me that the barbs were the wrong way around then I realised that this was one of the types of spears that had been described to me by my uncle many years ago. It was exciting to see it in solid form. The barbs are turned inwards for easier penetration. The movement of the heads would make them difficult to remove especially if one of them breaks off. Sometimes, barbs are deliberately designed to break off causing a more traumatic wound that would be difficult to heal. 
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Drawing 1. Assortment of Larrakia spear designs 
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The heads are made of,  hardwood, most often iron wood and the shaft is usually made from 

a beach hibiscus. Both materials were used traditionally by Larrakia for this purpose. (Pers. 

Com. George Mungulu, 1979) 

S ma! Icr. lighter spears were also found in the Museum collection. The shafts at first 

sighting appeared to be made from a thin Form of bamboo. However, I recognised the grass-

like reeds of which they were made even though long storage in the museum had changed 

their appearance. If the spearheads were made in the traditional way. I would have expected 

heni to be made l'ro ni nianerove wood. 

Another type of spearhead I found in the South Australian Museum collection was made 
of glass. I lound lour of them of different shapes and ol two different colours, brown and 

clear. I remember Johny BianumLi, a nephew of George MLingulu. telling me of how he made 
spearheads Ironi bottles when he was a young man. He offered to show me how to make 

them. However, he died before he had a chance to show me. I did not tell him I had seen the 
technique of removing the glass in flakes, by applying pressure near the edge before, as I was 
interested in seeing him demonstrate it. 

Drawing 2. Larrakia Glass Spearheads 
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Some of the other Larrakia spears I saw had long barbs that could serve no practical 
purpose as either hunting or fighting spears. I presumed, as I had no transmitted knowledge 
and could not find any information on them, that they were used for display purposes, 
perhaps in ceremonies. 

Again these intimations of authenticity, suggestions which however are unable to 
withstand scrutiny, are discussed by Lowenthal in talking about How we know the past: 
Relics (1985:242). 

Little historical expertise is needed to identifj most things as anachronistic. The veriest 
tyro in architectural histoiy, unable to tell classical from neo-classical, Queen Anne from 
Georgian, Tudor from mock Tudor, rightly sees that all these styles have some connection with the past. Countless clues certi1' furniture, silverware, clothing, paintings as 'antique'. 
The very prevalence of fakes substantiates the point: deceptions are only convincing if they incorporate the insignia of antiquity.... 

There seems to be a tendency for Australians in general, and perhaps as a result of that, 
also many overseas visitors, to mistakenly lump Aborigines together as one group of people. 
There is not enough information disseminated to the general public to change that 
misunderstanding. Consequently, many people do not fully understand the wide range of 
cultural diversity amongst Australian Aborigines, particularly with regard to language and 
manufacture of artefacts. One of these misunderstandings is to associate boomerangs and 
didgendoos with all Aborigines. 

As far as I am aware, Larrakia do not have a cultural tradition of making or using 
boomerangs. Parts of the Darwin region, prior to European invasion and colonisation were 
heavily wooded and this made the use of boomerangs impractical. They are more suited to 
open or desert areas such as those in Central Australia. On the other hand didgeridoos 
(Larrakia name: Mamillimya), are common to the Larrakia region in and around Darwin. 
This is partly due to the presence of the tree-eating termite Mastotermes Darwinius, which 
rapidly hollow out the young trees used by Larrakia people as musical instruments for their 
rituals. Native bamboo is also used by Larrakia, but is not as popular now because of the 
short life of the instrument as a result of frequent splitting of the timber. They were more 
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favoured in earlier days for their ready availability, ease of knocking out the inner partitions and their lightness, a practical value for a highly mobile people. Some examples of these I found in the museum. Designs were generally incised on them although I did find some that were painted with designs. One interesting Larrakia didgeridoo I found had longitudinal lines scraped through the hard outer shell to reveal the softer more absorbent wood underneath. This was then apparently rubbed with red ochre with the result that the hard surface repelled the ochre and the exposed softer wood absorbed it. This is reminiscent of the method of preparing a plate for intaglio type printing. 

Although didgeridoos are not a traditional central Australian musical instrument, visitors to Alice Springs will often be greeted at the Alice Springs airport by someone playing a didgeridoo. In Alice Springs I know of at least one small local business that is manufacturing didgeridoos in large numbers. Of course, many of the didgeridoos being sold in Alice Springs come from Darwin and other parts of the lop End of Australia. 

Although boomerangs are traditional to the Alice Springs region it is difficult to find these in the local shops. Most prefer to sell souvenir- type boomerangs, some made in Queensland out of non- traditional materials (light timbers, sometimes plywood) and others from overseas countries such as Taiwan. 

In 1998 I took a trip to Yuendumu, an Aboriginal community about 300 kilometres North West of Alice Springs, where I saw boomerangs made specifically for hunting and various other purposes, being offered for sale. These are usually made out of hardwood and they have the look and feel of a real hunting or fighting tool. 

I am aware that Boomerangs are not exclusive to Australia. Cross-shaped returning boomerangs were made by Egyptians during ancient times. However, I was surprised to see a photo taken by 0. Havens in 1924 of a Hopi Native American with a boomerang in his hand that was almost identical to the one I saw in Yuendumu. The man had a rabbit in one hand, the result of his hunt, and a boomerang in the other. J. Scherer, Indians. (1974:94). 
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Although Larrakia did not have a boomerang, they did have a throwing stick that was 

designed to bounce in an unexpected direction into a group of attacking enemy. The object 

was not so much to cause injury, although this could occur. but to cause confusion and catch 

the attacking enemy ofT guard. 

There were examples of Larrakia swords in storage at the South Australian Museum. 

These were like flat clubs made of hardwood with sharpened edges down both sides and a 

carved handle. 

Long storage in the museum ol the wooden artelacts, some for a hundred years or more, 

had changed the colour, texture and weight of them. 

One of the e xuinples of ritual dress I found is a Larrakia headdress. This beautiful artefact 

inspired one of my paintings. L)in Hcuthl revs, and I discuss this in detail in Chapter Three. 

Drawing 3. Dingo Headdress found in the South Australian Museum 
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Who are museums for? 

People who visit museums have different emotions when observing the displays. Some 
are filled with curiosity. Others are excited by their observations and wish to study the objects 
on display to gain new knowledge. Others are repulsed by their experience. I have heard 
some people say they do not like museums and have never gone back after their first 
experience. 

As a child I always had an interest in museums and visited the South Australian Museum 
at every opportunity. My interest was in seeing new things, especially objects collected from 
around the world, which I thought I would never have an opportunity to see in their original 
environment. 

Although my visits were motivated primarily by interest in seeing different things, I also 
experienced some discomfort. My discomfort is difficult to explain, however. I think it came 
largely from a feeling of death. As I grew older, I began to wonder who museums were for 
and if some of the things kept in them should be there, in particular, human remains. 

Herbert Hale, became Director of the South Australian Museum in 1928 and was the 
author of a major histoiy of the institution. In 1956 he wrote: 

The significance of the collections as study material is evidenced by the fact that research 
workers from far and near visit the South Australian Museum; their enquires are varied, ranging 
from subjects as far apart as meteorites and mites, giant extinct marsupials and minute 
radiolanans. 

Here is a legacy not only of value for posterity but with the passing of years becoming 
increasingly important - indeed essential - to students in fields both economic and academic.27  

I cannot avoid agreeing with Hale because, more than thirty years later, I myself have 
returned to the South Australian Museum to research the collection for my thesis. In spite of 
this, some things have not changed and I still feel uncomfortable about human remains being 
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held in museums and question why they were put there in the first place, and why they 
remain there. 

Charles Saumerez Smith has his own opinion as to why museums were established, 
putting it this way: 

The original intention behind the establishment of museums was that they should remove artefacts from their current context of ownership and use, from their circulation in the world of private property, and insert them into a new environment which would provide them with a different meaning.28  

This has been the fate of artefacts such as Larrakia throwing sticks and hunting spears 
sitting on museum shelves, never to be taken to the hunt again and music instruments such as 
didgendoos (Larrakia name Mammilimya) never to be used in a Larrakia ritual again. 

Even more disturbing is the sight of human remains (in a glass case in a public building 
on display for visitors), long since removed from their burial place, where, in all likelihood, 
kin and friends originally placed them after elaborate funerary ceremonies. Aboriginal 
people believe that if a proper ceremony is not performed the spirit of the deceased will not 
be at rest. I suspect that many of the visitors would have come to see these remains out of 
morbid curiosity and with little or no respect for the deceased. The clash of cultural values in 
the context of such morbid museum displays is a harsh one for Aboriginal people who are 
thus reminded of their status in early theories of human evolution as the missing link. 

The experience of museum exhibitions is a double-edged one for Aboriginal people, and 
complicated by their own reading of colonial history. This too is a recent development. 
Lowenthal reminds us in How we know the past: Memory (1985:198) 

Awareness that memory forms identity is relatively recent. To be sure, memory helped to 
ward off the horror of oblivion both for the ancient Greeks and for medieval and Renaissance Europeans, but the memories thus preserved were usually posthumous 
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The exhibition of human remains had only one intended audience, whether amateur or expert: the conqueror. 

The volume of remains collected, in particular skulls, leads me to think that they were 
not just collected for scientific study but also just for the sake of collecting. There could have been no expectation that Aboriginal people would view them and construct their own history from this gory history. 

Hale, assistant to Edgar Ravenswood Waite, Director of the South Australian Museum 
1914-1928 five years from 1889, talks about the South Australian Museums collection in the following way: 

Since Waite's appointment he had continued his (Stirling's) work on Australian and Pacific ethnography. His beloved collections had by this time overflowed into the north wing and on the lower exhibition gallery of the Australian Court, where amongst other material about 800 Aboriginal skulls grinned at the public from the wall cases near the front entrance. In all, Stirling had placed on exhibition over 10,000 anthropological specimens.29  

I saw this macabre scene in my mind's eye and this prompted me to document my 
reaction to this scene by painting a group of skulls seen through a doorway. I gave the 
painting the title Trophies, because it seemed to me that that is what they were. 

I wonder about people's fascination for human skulls. Why were people collecting and 
displaying them? 

My search for other answers to this question led me to writings on eugenics. In particular 
Ivan Hanaford's book Race, the History of an Idea in the West. According to Hannaford 
many western scholars misunderstood the early Greek writers such as Plato, Socrates and 
Aristotle and as a consequence much of modem thinking on race, in particular from the 1 800s 
had been based on a misunderstanding. 

Ivan Hannaford undertook considerable examination of the writings of the Greek 
philosophers and people who have been influenced by them and who later published their 
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own studies such as Charles Darwin. His summary of this in his book Race. The History of an Idea in the West is as follows: 

The meaning of Race that has signally impressed itself upon the thought and imagination of 
the modem world depends on the acceptance of the following premise: 
I that human beings are independent of ethical, moral, religious and mythological laws or rules, 

and are subject to the laws of nature; man is a primate, like a bat, a lemur or an ape 
2 that origins are only to be found in physical-mechanical motions or in simple ideas implanted 

on the mind by nature and these provide a more rational explanation of beginnings than myth 
or legend 

3 that descent is about transmission of biological characteristics, once "blood" now "genes" 
sometimes linked via the concept of evolution to soul, spirit or mind 

4 that races may be distinguished and arranged hierarchically so as to follow recognition of 
peoples by "type" 

5 that differences between human beings may be explained by reference to structural 
characteristics that are assumed to be held in common by people who may be grouped, 
classified and ordered into divisions taken to be "real" because they are empirically 
observable 

6 that all people, as part of nature, belong to an enormous physical or natural entity divisible 
into "races", or sub divisible into "ethnic groups", which are regarded as actual things and that 
they are linked together in some way from these material origins.30  

One of the consequences of this was that the division of human beings into different 
races, some more intelligent than others, was a common idea around the time that Australia 
was being colonised. When Charles Darwin published his book, The Origin of the Species, in 
1859, there was so much interest in his startling new theory, the books sold out on the first 
day.3' Such works as this fed the development of social and political theories on race such as 
Social Darwinism. Indeed it was the belief that Aboriginal people in Australia were 
subhuman that caused the early leaders in the new colony to ignore explicit instructions from 
the British Crown to make a treaty with any people they found in the new country. This 
mistake has led to problems for the Australian government today, as Aboriginal and Islander 
people make claims for traditional land under common law, now popularly known as Native 
Title. 
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When Europeans first settled Australia, Aboriginal people had a strict group of laws and 
rules by which they lived. Examples of Larrakia law that enabled them to care for natural 
resources are the taking of only half the turtle eggs from a nest so that the others could hatch 
and placing the top of a yam back in the hole it came from so that it could grow again. 
Aboriginal people took care of the natural environment by burning it off at an appropriate 
time of the year, to minimise damage and help the bush to regenerate. My uncle Delphin told 
me how he watched Larrakia men catching dry spear grass in a forked stick and running 
along with it as a burning torch to bum the grass over a wide area. Other Aboriginal people 
use fire in a similar way to Larrakia. 

The secret of fire in our liaditional knowledge is that it is a thing that brings the land alive again. When we do burning the whole land comes alive again - it is reborn.32  

Aboriginal society was also ordered with rules for marriages and sharing of resources to 
enable groups of people to live together in harmony. 

As late as 1971 Australians albeit descendants of the early colonisers, are still trying to 
reinforce the myth of a primitive people who are unable for one reason or another to fit into 
Australian society and achieve to its highest education level.33  

Historians have also added to the debate. In 1997 Robert Hughes, a well- known art 
historian, was mentioned in Janeen and Enstice Andrew's book Aliens and Savages, Fiction 
Politics Prejudices in Australia as having said in his book American visions, "To see yourself 
as a force of history is to be absolved from both pity and guilt".34  

Hughes was commenting on the displacement of Native Americans by the spread of 
white settlement in the West. Unfortunately for Australian Aboriginals, most settlers in 
Australia shared this belief, seeing themselves as agents of history through natural selection. 

In the early days of Australian colonial history, museums provided an alternative form of 
entertainment to the theatre. People would come to look at artefacts from far- off places and 
look at the diversity of nature including people they have not seen before. Now, people can 
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travel easily to see new things and for those who cannot, there is the availability of video, 
film and the multi media for those who have access to computers. Although, these other 
forms of media are available, museums are still collecting and apparently storing many of 
their collections. 

Macdonald (1996:1) writes about the paradox of a decline in visits to museums for the 
purposes they were originally established, yet new museums are being established and filled 
as never before. With many of the collections never being displayed due mainly to lack of space35  

The action taken by museum staff and others to collect and preserve the artefacts has enabled me to study and draw inspiration from their collection. I am forced to express my appreciation of the fact that the South Australian Museum collected Larrakia artefacts and preserved them all these years. However, it must also be recognised that the loss of a major part of Larrakia culture by the encroachment of western civilisation has also been, in part, responsible for the preservation of part of it. 

Sharon Macdonald talking about museums on the web noted that: 

It is now possible to visit museums such as the National Gallery, London, without leaving home and to dip in electronically to different collections around the world and effectively construct your own museum on screen.36  

Macdonald has also written about the revitalization of the idea of the museum and their changing role: 

The contradictory, ambivalent, position which museums are in makes them key cultural loci of our times. Through their displays and their day-to-day operations they inevitably raise questions about knowledge and power, about identity and difference and about permanence and transience.37  

My earlier ambivalence at the South Australian Museum has been positively influenced 
by my recent visits in two valuable ways: I had located some of the cultural treasures of the 
Larrakia and, as well, had found a rich source of images and meanings that inspired my 
artistic vision and revitalised my interest in painting. 
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Chapter 3 

The relationship of history and museum culture to the project of re-interpreting Larrakia culture 
in contemporary artforms 

The early years 

My interest in drawing, and later painting, manifested itself at a very early age. I enjoyed 
drawing in school and while growing up would often pick up a pencil to sketch anything that 
took my interest. My interest in art had an unexpected boost when I came across Ian 
Fairweather painting inside the hulk of an old boat on a beach in Darwin. A doorway had 
been cut into the wooden boat's side and a hessian curtain was pulled back to reveal this 
master of modem art, seated just inside the doorway. 

Ian Fairweather was an Australian artist who was born in Scotland in 1891. He grew up 
in Jersey and spent some time in China and other places before coming to Australia in 1934. 
He spent a short period in Darwin in 1952  .31  My meeting with him rekindled my interest in 
painting, and I experimented for a while with his style of drawing and painting from sample 
drawings that he gave me to study. 

Although Fairweather inspired me as an artist and I still admire his paintings, I was, and 
still am, reluctant to paint in his style, or that of any other artist. I prefer to develop my own 
way of painting rather than be derivative of others. 

This was not always the case. Sometime in the mid 1950s, I became interested in the 
beautiful landscapes of Albert Namatjira. He was an Aranda39  Aboriginal man living at the 
Lutheran mission at Hermannsburg near Alice Springs. Namatjira was taught to paint in the 
western landscape style by Rex Battarbee and Namatjira in turn taught Battarbee about his 
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country, taking him to many places that were not visited by European people in those days.° 
As well as teaching Namatjira to paint in this style, Battarbee also taught other Aboriginal 
artists at the mission. This group later became known as the Hermannsburg School. 

Late in the 1950s I began painting, exhibiting and selling landscapes that were inspired 
by Albert Namatjira. The landscapes were not painted from real life and did not depict any 
particular place in the country. They were imaginary constructs. My landscapes were sold 
through a local florist shop, Rene's Florist, in Cavenagh Street, Darwin. Judy and Geoff 
Spence were the proprietors. Geoff later opened a small museum and art gallery in Holtze 
Cottage, a heritage building in the Darwin Botanical Gardens. He sold my landscapes along 
with those from the Hermannsburg artists, such as Ewaldt Namitjira, Edwin Pareroultja, 
Henoch Raberaba, Benjamin Landara and others. 

In 1962 I moved to Adelaide for a year and began painting dot paintings and paintings 
with similar marks, of my own design. These works were done in a semi- abstract style. 
Some of them were similar to paintings being done by some of the central Australian 
Aboriginal artists, who developed the acrylic dot painting style ten to twenty years later. 
Coincidentally, my exhibition in Adelaide took place in a florist shop. My paintings received 
some attention. However, they were not commercially successful. I was trying to make a 
living from my art and because of the lack of interest in the work, I abandoned my dot 
painting style. 

In 1963 I reconsidered what I had learned from Fairweather. I rejected the possibility of 
painting in a style derivative of his. I developed a style of my own, adopting at the same time 
Fairweather's method of overlaying paint without applying his extremes of many layers. I 
also borrowed his method of shifting the colour from the picture to the ground and followed 
his practice of ensuring that the work never became completely abstract by preserving an 
image within the work. In spite of these associations with his style, my work was completely 
different. I did not need to restate my drawing in the way that he did. His drawing was lost 
by many layers of paint. My drawings were hard-edged in their design and visible throughout 
the painting process. 
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Using my new style, I painted semi- abstract Aboriginal camp scenes. One of these 
paintings is printed in a book held in the Northern Territory University's Library, in its Djorra Djagamirri special collection.41  The Museum and Art Gallery of the Northern Territory 
purchased this particular painting for its collection in 1993, thirty years after it was painted. 
The paintings I created in this style were highly successful and I sold them through Jim 
Davidson's Oceanic and Aboriginal Art Gallery in Ivanhoe, Victoria. 

It was in the middle of this success that I decided not to paint any more. I was having 
difficulty, possibly because of my youth and lack of experience, in adjusting to more and 
more demands for my art. I had a new family to raise and was finding it difficult to cope with the pressure coming from a number of different sources. One of these was ajob, which 
required a great deal of my time. This paid employment also removed a need for income 
from my painting. 

In 1989 my desire to paint returned, after an absence of almost twenty years. 

In that year, I entered a Bachelor of Fine Arts course at the Northern Territory 
University, awarded in 1993. One of the paintings I completed during my studies was a large triptych for the Darwin Airport, which told the Larrakia Dreaming story of the area where the airport is located and its connection with an important Dreaming site nearby. 

Another large triptych, which I completed at the end of my studies, documented a key 
element in the Kenbi Land Claim. It told the story of the circumstances surrounding a 
decision by the Aboriginal Land Commissioner regarding identification of a group of 
traditional owners in accordance with the Aboriginal Land Rights (Northern Territory) Act. 
The Museum and Art Gallery of the Northern Territory purchased the painting in 199442. 

I commenced postgraduate studies in 1996. While researching the history and culture of the Larrakia people of the Darwin region, my general objectives developed into a search to 
discover what Larrakia art and other cultural materials were stored in museums and other 
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institutions and how I, as a Larrakia person, could use these in my artistic endeavours. This 
latter goal is complicated by the rules of Larrakia tradition relating to the transmission of the 
sacred, as I shall explain. 

Although it is difficult to describe precisely how Larrakia culture and traditions are 
transmitted to current generations, according to that body of knowledge taught to me by the 
late Larrakia elder, Dariba George Mungulu, I am aware that there is very little knowledge 
passed down to Larrakia people today. In former times, Larrakia art was used not only as 
religious sacra and paraphernalia, it was used also to educate the young about people and 
ancestors, food sources, landscapes, ecological communities, other species, the location of 
significant sites and their relationships to each other, as well as much secular knowledge. Art 
in Larrakia society was a public statement, too, of kinship and ritual connections between 
people and their responsibilities towards each other. These responsibilities were hinted at in 
the Dreaming stones depicted in the art. Few clan groups survive from early contact times. 
Two that endure are the Danggalaba (Crocodile) clan and the Kulpalwa (Frog) clan. 
Members of two groups are authorised to intennarry according to Larrakia tradition and 
custom. Many of the events passed down in the Larrakia oral tradition have not been 
documented in textual or pictorial form. Therefore, it became important to me to find a 
satisfactory way of capturing Larrakia cultural and historical oral traditions and the imagery 
associated with them in such a way as to communicate adequately their meanings to a 
contemporary Larrakia audience. It was also a consideration that such messages be 
accessible to non-Aboriginal audiences to a reasonable extent. 

Visual art provided me with the means to communicate the stories and designs passed on 
to me and at the same time, the complexity, ambiguity and mystery, mood and other 
intangible elements of the Larrakia cultural and historical traditions. I am also intensely 
aware that my artistic endeavours are my experiences, however, and that art as an aid to 
memory will always be the experiences of the artist, influenced by all that the artist brings to 
the memory of the event. Even realist "snapshots" of events will always be different from the 
events themselves, not simply because they are representations, but as well, even if the 
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representation is as realist as the artist can make it, no single representation can accommodate 
all the elements of the event. 

"The ultimate uncertainty of the past makes us all the more anxious that things were as 
reputed," Lowenthal (1985:191) has written, striking a chord that resonates with my own 
consideration of the state of Larrakia culture and how to represent it.43  Further, he writes as if 
he, too, were involved in a search for roots in the past: "To gain assurance that yesterday was 
as substantial as today we saturate ourselves with bygone reliquary details, reaffirming 
memory and history in tangible form." (1985:191) During the course of my research, I 
became aware that the cultural heritage of the Larrakia people collected in various institutions 
is not easily accessible to Larrakia people because of their great distance from them. 

There are only a few Larrakia individuals, including myself, who have any knowledge of 
our culture. The interruption in the transmission of cultural traditions that followed the initial 
colonial impact in the Darwin region is of great concern to my fellow Larrakia people and 
myself 

In my earlier years I was fortunate in having two uncles who contributed to my 
traditional Larrakia education in a number of ways. One was George Mungulu who passed 
on to me most of my traditional knowledge and who named me Koolpinyah. The other was 
Deiphin Cubillo who passed on to me a number of traditional Larrakia stones and 
genealogical information including life histories of our Larrakia kin relatives. My Uncle 
George instructed me about traditional painting. He was the last senior Larrakia Lawman and 
he was very strict about traditional matters. In particular, he conveyed to me that, according 
to Larrakia laws, the display of religious Larrakia paintings on the living room walls of the 
various houses of Australian collectors resident in Darwin, was a serious breach of those 
laws. He expressed this view in a state of anger, an emotion he rarely showed. 

Several events in the 1980s changed the way that I thought about my artistic endeavours. 
One was the death of Uncle George in 1982. 
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Although my uncle George showed me some Larrakia designs, he would not allow me to 
use them in my art work for reasons I presume have to do with Aboriginal religious 
restrictions on the transmission of information, stones, designs and objects which are 
considered sacred in nature. Not all Larrakia designs are of a restricted sacred nature, and I 
learnt subsequently that some of these secular designs were painted on spears, baskets, and 
bags and incised on didgeridoos. However, when I became interested in my culture as a 
young man even these secular designs were no longer present in everyday Larrakia culture. 
Many of them had been removed and stored in museum collections, and as well, Larrakia 
people themselves had ceased to manufacture material objects of this kind for a variety of 
reasons. 

This observation of how Larrakia people themselves have changed their own culture, 
making it more inaccessible, and ironically, less capable of transmission has been confirmed 
by archaeologist Cohn Pardoe: 

Aboriginal views of the past place greater emphasis on continuity and re-creation and less on 
separation and preservation. Perhaps this cultural characteristic has been strengthened by modern 
political needs. Skeletal biologist Coim Pardoe has reported that some Kooris give more 
significance to a Cowra burial dated at no more than 150 years in age than they do to the famed 
Lake Mungo skeletons of 25-30,000 years in age. They valued the recent burial more highly 
because, they said it 'showed the continuity of Aboriginal culture well into the late 1800s'. 

It became obvious to me after Uncle George passed away in 1982 that Larrakia culture 
was vulnerable and fragile, and that without an intervention by those with knowledge of the 
culture that Uncle George had grown up in, future Larrakia generations would have no 
knowledge of that culture. It also became clear to me that the tenuous nature of my culture in 
the 1980s was the outcome of the destruction of Larrakia society during the colonial period, 
and that there remained only a very small number of people, including myself, able to 
transmit any knowledge at all, in the context of rapid acculturation of the Larrakia 
descendants to dominant Australian social norms. 
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I concluded that my artistic vision would require that I find the Larrakia material culture 
stored in museums and interpret them in my own individual way, subject to the religious 
restrictions that my late Uncle George had imposed in the traditional cryptic style used by 
elders teaching the rules of proper behaviour in the presence of the sacred. He had made it 
clear that I could not use sacred designs in my public artworks, although he had shown me 
such designs as a part of my traditional Larrakia education. This tradition of restricting 
knowledge of the sacred and its cryptic transmission seems to be the case amongst most 
Aboriginal groups, and is referred to by Dr Peter Sutton45co-author of Dreamings: 

Sacred understanding largely comes from seeing, and particularly from seeing perfonnances 
and the execution of designs, together with listening to the often cryptic glosses offered by elders 
at such events (1988:49) 

It became obvious that if I was going to discover more about Larrakia art and artefacts I 
should need to start with an appropriate museum, such as the South Australian Museum and 
other institutions that have kept information for the nation such as the Australian Institute of 
Aboriginal and Tones Strait Islander Studies. I chose to visit the South Australian Museum 
first because the Northern Territory was administered by South Australia during the period 
1863-1910 and I assumed that the Museum staff would have collected Larrakia artefacts and 
art. This was later proven to be correct. I commenced my search in 1997. 

My subsequent travel to both institutions was rewarded by a wealth of information. The 
Australian Institute of Aboriginal and Tones Strait Islander Studies has a comprehensive 
amount of written and electronically recorded Larrakia cultural material and the South 
Australian Museum provided a visual and spiritual feast of Larrakia artefacts some of which 
were collected over a hundred years ago. 

During 1997 I formed the Larrakia Dance Group. I later arranged workshops to recreate 
the string artefacts I had seen in the South Australian Museum, so that the dancers could wear 
them during public performances. I also arranged a workshop for some of the dancers to 
make Larrakia spear throwers (Larrakia name Bilata) which the male dancers carried during 
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performances. One of the public performances was at my art installation, Remembering the 
Larrakia, commissioned by the Festival of Darwin in 1998. I shot a video of the performance 
using my art installation as a backdrop at two locations, the Museum and Art Gallery of the 
Northern Territory and the Northern Territory University. 

I started painting in 1997 and completed a body of work in 1999. All the paintings are in 
synthetic polymer paint on canvas. The first two paintings I completed were Lightning 
Dreaming and Mailma (Ceremony).47  They share the same restricted palette of five colours: 
red ochre; yellow ochre; white; black and a small amount of blue. The first four are the 
traditional colours used by Aboriginal people. The blue was used by some Aboriginal 
people, in a limited way, following the introduction of Reckitt's Blue, a washing bleach, that 
was introduced into this country, by Europeans in the 1 800s and possibly also by Macassan 
traders. I saw evidence of the use of blue colour on message sticks in the South Australian 
Museum. 

The main body of artwork for my postgraduate exhibition was not a literal translation of 
the artefacts discovered during my research but rather an expression of meanings attributed to 
them and based in my interpretations from my Larrakia heritage. 

The paintings fell into three distinct groups. One of these was a group of four paintings I 
created in 1997 and which I subsequently edited from my postgraduate exhibition for reasons 
explained later in this chapter. The other two groups were so different I found it necessary to 
hang them apart from each other, because of the small size of the university gallery.4  
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PAINTINGS EXHIBITED 20-27 August 1999 

Group one: 

Painting 1, Larrakia Larrakia, shows three Larrakia men in sarongs, one of them holding 
a wooden anchor. They are standing in front of a Macassanprau, the traditional sailing 
vessel of the Macassan people The painting refers to a story I have heard several times that 
concerns the contact between the Larrakia and the Macassans. The Foelsche photographs, 
which I saw at the Museum, provided some evidence of Larrakia oral history regarding 
contact with the Macassans. The photographs show some Larrakia people wearing sarongs. 
This prompted me to paint Larrakia Larrakia. Fishing for trepang and later pearl shell-
harvesting were important economic activities in the early days of Darwin and provided 
employment for Larrakia people like my Uncle George. In his later years he often spoke 
fondly of his days on the salt water and, filled with memories of those youthful days, he 
would excitedly offer to dive down and get something special for me one day. 

Larrakia men worked with the Macassans on their prau, and had the particular duty of 
anchoring the praus to the beach. According to the story, "Larrakia" was the instruction by 
the Macassans to the men to fix the anchor: "Put it in! Put it in!" The local men., thinking that 
they were being called to, thought that this was a name the Macassans gave them. The story 
recounts the origin of the common name for Larrakia people, their traditional name being 
Gulunbirryin, or "Us black people". The religious and cultural life of the Larrakia of that 
time is referred to in the images the tribal markings on each of the men and the danila dilba 
(medicine bag) which hangs around the elder's neck. 

Like the Larrakia, other Aboriginal people had a rewarding relationship with the 
Macassans. In the Australian Aboriginal Studies Journal, Raymattja Marika (1999:4) writes 
about trade between the Yolngu (Aboriginal people) in Arnhem Land and the Ma,cassan 
people, who came to her country for bêche-de-mer: 
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Painting 1. Larrakia Larrakia 1999. Synthetic polymer paint on canvas. 77 x 113cm. 
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Although there were some disputes it was generally a good working relationship, until it was 
terminated by the South Australian Government in 1907 

In the 1950s I noticed there were some Larrakia people who were living a traditional life 
style, engaged in healthy outdoors employment, with the result that they were fit and nimble. 
Their muscular physiques are depicted in this painting. My intention was to remind Larrakia 
people and others of how healthy Larrakia people were prior to colonisation. However, there 
was a greater number of others who showed the signs of poor diet and introduced diseases. 
This disproportionately low number of healthy Larrakia remains the case today. 

I was inspired to paint Dingo Headdress (Painting 2) after reading about Larrakia people 
in the late I 800s and early 1900s   and viewing the many Larrakia artefacts discovered during 
my research. One of these artefacts was a Larrakia dingo pelt headdress that at first I took to 
be a band of flowers. I was inspired to express in my painting the beauty I saw in the 
headdress rather than a literal documentation of the artefact. The surreal experience of finding 
this object in the South Australian Museum, such a rare and precious object, so far from 
home, is expressed in the intensity of colour and design. 

The headdress represented in this painting is held at the South Australian Museum where 
I found it in 1988. The original headdress has been manufactured with bark string and pieces 
of dingo pelt suspended by string from the band. The disks of dingo pelt have been painted at 
their centres with red ochre, and the surrounding fur has been teased out. This is what gave 
the headdress the appearance of a band of flowers. 

Artefacts found at the South Australian Museum helped me construct designs for costumes 
and accessories for a Larrakia dance group. This included the dingo headdress which was 
reinterpreted and worn by Larrakia women while performing traditional Aboriginal dances 
during the Festival of Darwin. The dancers performed at an art installation that I was 
commissioned by the Festival to create. The sarongs and bark string accessories that the 
dancers wore, and the spear throwers that the men and boys carried inspired the group to 
perform their dance with greater enthusiasm. The group also gained inspiration from the bark 
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string and spear making workshops that were conducted by Aboriginal people from other 
countries, living in Darwin. Although they were very excited by learning how to make the 
artefacts and perform Aboriginal dances, the most enthusiastic feedback from them on the 
value of their experience was the sheer joy of undertaking activities that lead to cultural 
maintenance. 

These dances constitute something beyond the idea of cultural reconstruction or, even, as is 
sometimes suggested, the reinvention of tradition. According to Aboriginal Law, as a man 
properly trained in Larrakia tradition, it is my responsibility to teach younger people the 
various performative and artistic traditions. Ironically, I am able to transmit to them, at the 
same time, both what has survived of Larrakia culture and a sense of the terrible losses 
incurred in just a century. Rebe Taylor (1999:31) responds appropriately to Attwood's 
assumption that Sally Morgan's belief in her Abonginality is a shallow construction to satisfy 
her wishes and desires for psychological reasons: 

But when Sally Morgan and Richard and David Tyler discovered their Aboriginal ancestry it 
was not as simple as Attwood assumes. Not knowing their history was in fact their inheritance - 
the result of a history of Aboriginal exclusion. Their resulting 'consiructions' cannot be 
abstracted from this legacy. David's words that, 'it has to come from the outside' is an 
acknowledgment of how much is lost, so much that its hard to begin how to tell the narrative of 
how it came to be that way. 

In the early stages of the formation and training, the Dance Group suffered from the loss 
of a few of its keenest performers. Some of these withdrew because of family members not 
wanting them to participate. However, there was some pressure placed on other dancers 
because some non- Aboriginal observers made derogatory remarks noting that they did not 
look much like Aborigines. The opposite was heard from Arnhem Land observers who 
became very excited to see Larrakia people performing traditional dance. They asked the 
group to perform at an impending celebration for which they were planning. 
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Painting 2. Dingo Headdress, 1999. Synthetic polymer paint on canvas. 56 x 76cm. 

Painting 3. Star Dreaming 1999. Synthetic polymer paint on canvas. 56 x 76cm. 

Painting 4. Storm Dreaming 1999. Synthetic polymer paint on canvas. 56 x 76cm. 
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The art installation was at two locations, the grounds of the Museum and Art Gallery of 
the Northern Territory and the grounds of the Northern Territory University. They were 
installed for the Festival of Darwin, in September 1998. The dancers used the installation as a 
backdrop and their performance, along with the burning of the installation, was recorded on 
video. The video is not submitted for assessment however it forms part of the backup material 
for this thesis. 

This painting Star Dreaming (Painting 3) depicts a story about the creation of the Star 
Dreaming near the Cox Peninsular. A rain of stars came down from the sky and among them 
were a number of big stars that hit the water one after another with loud noises. They later 
formed Islands except for one that went very deep thus creating a blue hole in the sea. This 
painting represents the past with the meteorites coming down followed by their tails and also 
a period after they have settled to form the islands and the blue hole. 

This painting Storm Dreaming (Painting 4) depicts one of the paths followed by storms 
created by Daribah Nungalinyah a Dreaming site, in the water, off Casuarina Beach, near the 
Northern Suburbs of Darwin. Some of them pass by; some strike the mainland and some, like 
this one, come around the Tiwi Islands and threaten the city before moving on towards the 
west. The Dreaming site is believed by Larrakia to be dangerous and Larrakia oral history 
mentions the Dreaming sinking Tiwi Islander canoes when they cross to the Larrakia coast. 
(Pers. Corn. George Mungulu, 1979.) Some Larrakia believe that Cyclone Tracy, a fierce 
cyclone that battered Darwin in 1974, was caused by the Dreaming trying to warn the people 
of Darwin to respect the Larrakia. 

Wild corn should be handled with care because filaments in the open pod can cause 
damage to the eyes. The pod should be carefully removed from the plant and singed on a fire 
to remove the offending filaments. People are reminded of this by a Larrakia story partly 
depicted in this painting. My painting Dugong Dreaming (Painting 5) relates the story of an 
old man who wanted to eat some wild corn growing on a cliff near a beach. He broke off the 
pod and blew into it to remove the filaments. However, a gust of wind blew the filaments 
back into his eyes and blinded him. 
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Painting 5. Dugong Dreaming, 1999. Synthetic polymer paint on canvas. 56 x 76cm. 

Painting 6. Barramundi Dreaming, 1999. Synthetic polymer paint on canvas. 56 x 76cm 
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He then staggered around the cliff top for a moment, losing his footing and falling over 
the cliff, hitting and sliding over rocks on the way down to the water. As he went down, his 
arms and legs were worn down until they were no longer recognisable, his arms turning into 
fins and his legs into a tail. His eyes remained partly closed in the form of a squint and he 
changed into a dugong when he hit the water. An important story about the Gunn Point area 
links Larrakia people with the Dreaming site there. 

The Baramundi Dreaming (Painting 6) story concerns a sacred site in the Darwin City 
area. Barramundi came up a salt-water creek to its end, at what is now One Mile Dam. He sat 
down to urinate causing a spring to be formed. This has always been a living area for 
Larrakia people. When European people came to this place they saw the spring and 
desecrated it by digging it out to trap water to supply their sailing ships. The barramundi is 
shown amongst the mangrove trees creating the stream from its water filled body. 

The Frog Dreaming painting (Painting 7) depicts a story about Daribah Nungalinyah. 
The painting shows him with his two wives. He climbed up a tree and saw a beach in the 
distance. He accidentally killed his younger wife, and, filled with remorse, he decided to 
leave his country, the Koolpinyah Station area. He travelled across to Casuarina Beach, 
passing through the area now known as the suburb of Leanyah (a corruption of Nungalinyah). 
He sat on the beach for a very long time before moving out into the water where he 
transformed himself into a rock. His older wife followed him to the beach. After he had 
moved out into the water, she travelled up and down the sand dunes calling out to him. 
Sometimes she would change into an This and fly out to visit him. Old Man Rock, Daribah 
Nugalinyah, is a very important place for Larrakia people. Many Aboriginal people believe 
that this Dreaming Ancestor formed Cyclone Tracy because He had become upset at the 
treatment of the Larrakia by strangers coming onto Larrakia land. 

I was instructed by my Uncle George to call out to the Dreaming and to introduce 
myself He explained that I would be protected by Daribah Nungalinya if I had first 
established this ritual relationship with his presence at Old Man Rock. 

46 



Sf  

\ 
v--- 

.....- 
.. .. 

.. 

,-.-. 

't-- 
I• i 

so 

: 

Painting 7. Frog Dreaming, 1999. Synthetic polymer paint on canvas. 77 x 113cm. 
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This is a custom of many Aboriginal people throughout Australia. Deborah Bird Rose 
(1996:71) also refers to this: 

To call out is to indicate one's own right to be there: one knows to whom to call. It also 
indicates a respectful approach based on kinship; only strangers would come tiptoeing or 
sneaking around making no noise. 

Bandicoot Dreaming (Painting 8) depicts a dreaming related to the Cox Peninsular area. 
The painting captures the moment when the Bandicoot has popped his head up out of the 
ground to look around before emerging fully from his burrow. The Bandicoot is tense with 
fear of being captured because he had been avoiding an important gathering with his Larrakia 
elders. This tension has been captured in the stiff, erect position of the body and the curl of 
the claws representing the fight or flight energy which has been stored up in the Bandicoot's 
body and is about to be released. "Country is the key, the matrix., the essential heart of life," 
Deborah Bird Rose (1996:11) writes, in recognition of this strong connection between people, 
Dreaming and place, interconnections which give meaning to life. "It follows that much 
Aboriginal art, music, dance, philosophy, religion, ritual and daily activity has country as its 
focus or basis," she concludes, in order to explain the significance of places and their 
mythological history in our religious life. This particularly sacred Dreaming story about 
Bandicoot has a number of elements, narrative and symbolic, knowledge of which are 
restricted to senior men. Places associated with the Bandicoot ancestor are likewise sacred 
and secret, only senior men permitted to visit them. 

The Mud Crab is an important food source for the Larrakia people. My painting Crab 
Dreaming (Painting 9) refers to the story of the mud crab who always lived on the sandy 
beaches and rocks until one day he stayed too long in the sun and was badly burnt. So he 
travelled up a muddy creek in Shoal Bay, near Darwin and burrowed under the mud to escape 
the heat of the sun. The crab continues to escape from the sun in this way today. The painting 
shows the crab on the rocks which have the unique colours found around Darwin beaches. 
The crab has turned red and is moving out of our field of view to find a cooler place away 
from the hot beach. 
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Painting 8. Bandicoot Dreaming 1999. Synthetic polymer paint on canvas. 56 x 76cm. 

Painting 9. Crab Dreaming 1999. Synthetic polymer paint on canvas. 56 x 76cm. 
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Willy Wagtail Dreaming (Painting 10) was a difficult one to paint because of the need to be careful about how much I revealed in the work. The site of this dreaming is in the Cox 
Peninsular area. Because this site is of sacred significance to the Larrakia people, very little 
can be said about it here. The main focus of the painting is Willy Wagtail struggling to pull a Larrakia ancestor towards him. 

Group two 

Pirriangwa is the generic term in the Larrakia language for burial places, and the 
particular burial place referred to in my painting Pirriangwa (Painting 11) is named 
Mindilgwa, and is located at the site now occupied by the MGM Grand Casino at Mindil Beach in Darwin. A diagonal line depicts the intrusion of the architecture into the burial 
place. The object represented by an opposite diagonal refers to the traditional Larrakia 
marker that indicates the presence of a burial ground. These markers were manufactured 
from bush timber, painted in white ochre and decorated at each end with grass, usually spear grass. Deborah Bird Rose (1996:71) mentions the spirits of the dead in her book, Nourishing Terrains: 

Variously known as spirits, dead bodies, the old people, or the ancestors, the people who belonged to the country m life continue to belong to it in death. 

The macabre scene of the collection of 800 Aboriginal skulls of the nineteenth century 
Director of the South Australian Museum, Waite50, exhibited in the Museum's Australian 
Court near the front entrance, came to me in my mind's eye. It prompted me to document my reaction by painting the sight of the displayed skulls, seen through a doorway, in Trophies (Painting 12). I added the Australian stock whip to assist the viewer in associating the skulls with the Australian outback and the role that some pastoralist played in collecting Aboriginal remains for museums. The title, Trophies, refers to status of the skulls as more than research specimens and more than artefacts of the colonial encounter. It refers to their symbolism as the prizes of warfare on the frontier. 
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Painting 10. Willy Wagtail Dreaming 1999. Synthetic polymer paint on canvas. 65 x 76cm. 

Painting 11. Pirrianggwa 1999. Synthetic polymer paint on canvas. 135 x 104cm 

Painting 12. Trophies 1999. Synthetic polymer paint on canvas. 92 x 204cm. 
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In 1997 art historian Robert Hughes was cited in Aliens and Savages, Fiction Politics 
Prejudices in AuNtralia from his American Visions, "To see yourself as a force of histoiy is to 
be absolved from both pity and guilt"51. This triumphalist reading of history explains one of 
the motivations for this practice of collecting skeletal material. Others, as mentioned earlier, 
were said to concern research and study. Few conclusions have been drawn, however, from 
the vast collection of skeletal remains now scattered in institutions around the world. Their 
effect on Aboriginal people is to remind us of the brutality of conquest. 

Lightning sometimes strikes trees before going into the ground. My painting Lightning 
Dreaming (Painting 13) is a representation of lightning, which has travelled in many 
directions, burning the rocks and soil changing their colours at different places to form red, 
yellow and white ochres for painting and ceremonial use. The burnt trees formed the charcoal 
from which black paint is made. 

All the above colours are present in the painting and they not only form the zigzag marks 
representing the lightning, they also assist to break up the marks thus helping to create the 
illusion of movement and flashes. They also show the scattered ochre deposits, which are 
sometimes are only found in small amounts. Also, in the picture are a number of blue drips, 
which again are broken up to show the accompanying rain. 

This painting Mailma (Painting 14) is a reminder of a ceremony in which the male 
performers wore peaked hats, made from sticks and decorated with other organic material. 
This style of ritual hat was once used in public but, with the passage of time, following first 
contact, has come to be deemed to have sacred and restricted aspects by Larrakia people. 
This painting reveals aspects of the peaked hat, in such a way as to avoid any literal 
depiction. Again, the traditional ochres are used in this painting with small amounts of blue 
included to represent the inclusion of foreign people at the public dance performance given 
by Larrakia people. 



Painting 14. Mailma, 1997. Synthetic polymer paint on canvas. 74 x 100cm. 

Painting 13. Lightning Dreaming, 1997. Synthetic polymer paint on canvas. 74 x 100cm. 
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Gullunbirrgin Gullunbirrgin (Painting 15) is a representation of some aspects of the 
ceremonial pole held at the South Australian Museum. It was used in a public ceremonial 
dance performed by the Larrakia about a hundred years ago. The painting depicts the pole in 
segments, to show it without showing it, in order to illustrate certain aspects of its design 
work without breaching sacred law. My intention is to show Larrakia people today the 
markings on the pole and yet at the same time to avoid offending the memory of Larrakia 
elders who guarded the use of sacred knowledge. This painting was directly influenced by a 
pole I saw during my research at the South Australian Museum. 

Inspired by message sticks in the South Australian Museum, The Message, (Painting 16) 
represents the story of a Larrakia man who, languishing in Fannie Bay goal, in Darwin, 
received a bundle of message sticks that confirmed the impending marriage of his betrothed 
to another man. The painting is not a literal depiction of the marks on the message sticks, as I 
do not believe it necessary to do so. I wanted only to suggest how the marks might be used. 
The columns of marks represent the separated parts of the message and the wash of white 
colour over the marks represents the veiled message that is revealed by the carrier of the 
message. 

Reflection (Painting 17) was created as a form of self-portrait, intimating the gradual 
shift in my consciousness of my own identity through my awakening to the meaning of the 
symbols of Larrakia culture. The round symbols in the painting represent the pools of energy 
in my body with the central column brought together to show how they have lined up 
reflecting the current development of myself as I see it. The broken lines represent the many 
paths I have travelled. The transparency of some of the marks represent the hidden secrets 
which are becoming more apparent as the purpose of the journeys and the connections they 
make become more apparent. 
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Patnting 15. Gullunbirrgin Gullunbirrgin. 1997 -99. Synthetic polymer paint on canvas. 153x153cm. 

Painting 16. The Message, 1999. Synthetic polymer paint on canvas. 169 x 164cm. 
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Other Paintings: 

Three paintings, The Harvesters, The Reaper and Rainmaker were selected by the Museum and Art Gallery of the Northern Territory for their Contemporary Territory, Sea Harvest - Earth Harvest, Third Biennial Exhibition of Northern Territory Art in 1998. The Harvesters, was selected for printing on the back page of the exhibition catalogue. Comments were added to the catalogue by Margie West, Curator of Aboriginal Art at the Museum and Art Gallery.52  I edited The Harvesters and The Reaper from my postgraduate exhibition because of limited space in the gallery and because they were so different in colour and application of paint to the rest of the paintings, they would not have hung well with the rest of the exhibition. The exhibition was already divided into two distinct groups, which took some arranging to get them to work well together. Given the limited space, a third group was not workable. The third painting, Rainmaker, was cut down from 165 x 242cm to 169 x 164cm and painted over to create a completely new painting, Reflection. This painting was included in my postgraduate exhibition. 

I was commissioned in 1987, by the Festival of Darwin, to create an art installation and although the actual finished piece was inspired by my knowledge of Larrakia burial customs, the idea of having an Aboriginal dance performance as part of the Installation came from the visions that arose in my mind, when I saw a Dance Pole in the South Australian Museum. This pole also inspired my painting Gullunbirrgin Gullunbirrgin. 

The completion of the artwork for my postgraduate exhibition was a satisfying experience. It enabled me to explore new ways of expressing old narratives and provided a vehicle for conveying cultural information to those who are open to receive it. It is my wish that Larrakia culture be revived and becomes a living culture again. Larrakia people and the wider community need to work together to make this happen. I will expand further on this matter in my conclusion. 
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Painting 17. Reflection, 1999. Synthetic polymer paint on canvas. 169 x 164cm. 
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Painting 18. The Harvesters, 1997. Synthetic polymer paint on canvas. 164 x 135cm. 

Painting 19. The Reaper, 1997. Synthetic polymer paint on canvas. 163 x 124cm. 
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Conclusion 

I have addressed the historical depth and the present vulnerability of Larrakia culture and discussed my own status in Larrakia culture with respect to my artistic work. These two characteristics of Larrakia culture and religion- their historical depth and vulnerability- are intertwined in the motivations of my research and artistic works. The vulnerability of our culture, as explained earlier, results in large part from the destruction of our landscapes. This destruction is ongoing, as attested to by archaeologist Trish Bums (1999:67-68) who concludes a recent report with this warning: "Rapid ongoing urban development in the Darwin region means that many archaeological sites have been destroyed and those remaining are under threat." 

My project has had several aims: to restate in a stylised way the traditional sources of Larrakia culture; to represent its historical depth and religious meanings and to enrich my own understanding of the culture. The two audiences I have attempted to reach share some characteristics: both non- Aboriginal people and many Larrakia people are unaware of the details of our religious life, material and artistic culture and history. These aspects of Larrakia past are inaccessible to both societies because they have been passed on to only a few Larrakia people and because of the severity of colonial impact on Larrakia life. The remaining evidence of a once rich cultural life is held in a distant museum. 

The claims by Larrakia to traditional land under the Northern Territory land claim process and their willingness to give  evidence before the Aboriginal Land Commissioner are expressions of their desire for a basis to their identity and for a cultural future. That we have persisted in these endeavours for twenty years is evidence of the strength of the commitment of Larrakia to survive. 

Painting the Dreamings, the history and my own place in this culture is not merely a personal statement on the tragedy that has befallen our people, although it is certainly that. 
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The paintings discussed at length in Chapter Three also provide a critical counterpoint to 
the losses and disappointments of these attempts to sustain our society. While even one 
Larrakia person remembers the Dreaming stones, the genealogies and the significance of 
places in our country, our culture exists. Should other Larrakia people be motivated by these 
memories embodied in my paintings to learn and to enjoy this inheritance, our culture then 
would have the possibility of a future. 

The difficulties of this endeavour were explained in Chapter One. The disregard that 
Europeans have held for our society and culture, the destruction of our places, landscapes and 
meaning by the ongoing urbanisation, remains as the principal obstacle to our cultural future. 
Not only does the ruthless imposition of the European built environment in our country 
destroy its meanings and beauty, but also it threatens the affiliation of Larrakia people to 
traditional places, and discourages young people from seeking cultural meaning in our 
traditions. 

The purpose of museums was discussed in Chapter Two. It was noted that the original 
purposes of museums have undergone change. Part of the catalyst for this change is the 
continuing involvement of Aboriginal people in the debate about the role of museums and 
their advice to museums about sections of their collections that are offensive to Aboriginal 
people, such as human remains. The repatriation of artefacts to the country of origin was also 
discussed. This was proposed as a means of involving Aboriginal people in the museum's 
collection and as a contribution by the museums to the education of Larrakia people from 
whom the artefacts were acquired. 

Institutions like the Australian Museum in Sydney are helping Aboriginal people with 
advice in collecting storing and protecting cultural items so that they can have their own 
museums. The Museum is also involved in policy formulation to assist others, including 
museums, in making decisions about the collection of sensitive material such as human 
remains.53  Aboriginal people are not new to museums. They have maintained their own 
museums (keeping places), for cultural purposes, for many thousands of years. The difference 
is that secret, sacred, cultural items stored in keeping places are for restricted audiences, who 
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are taught very strict protocols in relation to those secret, sacred, cultural items. For this 
reason it would be improper to release those items to the control of inappropriate people, 
including people within the Larrakia community who have no right to see them. Larrakia 
elders have already established protocols for museums and others dealing with museum 
collections. These protocols must be adhered to so that serious damage to the reputation and well being of both the museum staff and other people involved, including the Larrakia, can be avoided. 

Other Larrakia will gain much benefit from seeing secular items on display in their own country. This could stimulate a rebirth in Larrakia cultural pride and inspire other Larrakia artists to create their own works of art. 

Traditions may be re-invented, revived in altered contexts, but the fact remains that 
unless Larrakia people are willing to hold and nurture what they now have, their culture has a bleak future. European people and others who have control over Larrakia land must be 
willing to share the land rather than just take it. If this does not happen I cannot see 
reconciliation between the two groups. I believe that the continued development of the land without real consultation with the people who are a part of it, will lead to a rapid degeneration of the land to a point where it will not be a fit place for anyone to live. 
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Endnotes 

I The Vesty Meat Corporation, owned by Lord Vesty, had a meat processing plant at Bullocky Point, Darwin. 2 About two years ago the Tiwi people re-enacted the landing of the Dutch at Karsiake Island a small island at the top of Melville Island. 
A Land Left Over, a History of Australia's Northern Territory, part A. Northern Territory Education Department. 
In 1644 Tasman sailed along the coast from Cape York to Shark Bay in Western Australia . .. there is a composite map showing his track which includes an outline of Cox Peninsular (Sharp 1963:88-9)..Cited in the Kenbi Land Claim book prepared by the Northern Land Council in 1979:78. The Larrakia people have been involved in one of the most controversial (and certainly one of the longest) land claims since the Aboriginal Land Rights (NT) Act came into force in 1976. In 1978 the Northern Land Council prepared a claim to Dum-in-mirrie Island, at the western end of Cox Peninsular. It was decided not to lodge the claim, however, since the island formed part of a larger claim area, the Cox Peninsular (the name Kenbi in Wadyginy refers to a Dreaming track linking the Islands to the Peninsular. David Horton General Editor. The Encyclopedia of Aboriginal Australia. Aboriginal and Ton-es Strait Islander History, Society and Culture. Vol. 1. Aboriginal and Torres Strait Islander Press. Canberra, 1994:603, 6 Aborigines were seen in 1819 when Philip Parker King anchored in Port Patterson and reported some Aboriginal people fishing on the reefs on the western side of Cox Peninsular. The Northern Land Council thought this may have been in the vicinity of a group of Islands which extend from Dum -in-mirrie in the south to Quail Island in the North. (Philip Parker King 1827:270) Cited in Kenbi Land Claim Book 1979. At the turning leading from the outer to the inner harbour (Bynoe Harbour) they came suddenly in view of a raft making across a distance of three miles, on which two women with several children, whilst four or five men were swimming alongside, towing it ... (Stokes 1846:vol.2:15). Cited in Kenbi Land Claim Book 1979 But there were still many blanks on the charts when Wickham and Stokes came north in the 'Beagle' from 1839. Amongst the notable discoveries were Port Darwin which Stokes named after his friend Charles Darwin... A Land Left Over: A History of Australia's Northern Territory, 1987. Time Chart "The Way it Was". Compiled by Helen J. Wilson, History Unit, Department of the Chief Minister, Darwin. As cited in The Way it Was, Col Stringer, Eagle, Darwin. 121-124. '° Hutchins, R, M. Editor, Great Books of the Western World, 49. Darwin. William Benton, Chicago, 1952. The Origin of Species by Means of Natural Selection, The Descent ofMan and Selection in Relation to Sex. By Charles Darwin, 1809-1882. 

The hasty publishing of the extract was done because of a competitor arriving at the same conclusions as him and was done because of pressure from two of his acquaintances to do so. Darwin's health was also worrying him and it seems he was not at all happy with the haste in which his work was published. He confided his theory to Hooker and Lyell, who urged him to write out his views for publication. But Darwin worked deliberately; he was only halfway through his projected book when, in the summer of 1858, he received an essay from A. R. Wallace at Ternate in the Moluccas, containing exactly the same theory as his own. Darwin submitted his dilemma to Hooker and Lyell, to whom he wrote: "your words have come true with a vengeance —that I should be forestalled," It was their decision to publish an abstract of his theory from a letter of the previous year together with Wallace's essay... A year later, on November 24, 1859, The Origin of Species appeared. 1952:vi. ' Confirmed independently by Jack Doolan, former Native Affairs Superintendent at Delissaville Aboriginal Community (Belyuen). 1978. Pers. Comm. 12  Parkhouse, T A, Native Tribes of Port Darwin and its Neighbourhood, Australian Association for the advancement of Science, Brisbane, 1895. P:638 13  Personal communication from George Mungulu, Daribah, former Senior Larrakia Ceremonial Leader, to Richard Barnes Koolpinyah, 1980. 
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14 Timothy Smith, A Study of Iconography of the Sea and Shipwrecks. Flinders University. Adelaide, 1996:197. 
15 Sayers, Andrew. Aboriginal Artists of the Nineteenth Century, Oxford University Press, Melbourne, 1994:115 
16  George McKeddie was born at Avoch, Scotland, in October 1851. He came to the NT (Northern Territory, Australia) in 1874.. ..At one time he lived in Katherine .... In 1920 he returned to Darwin and from there he supervised livestock he was running on Cox Peninsular .... He died on April 6 1927. His obituary described him as being perhaps the oldest surviving resident of the Territory, and as a man who had earned the reputation of being "absolutely strait and reliable in all his business transactions". Peter Forrest, Historian: The Way We Were: Looking at the NT's Past, Legends, Northern Territory News, March 9, 1999:28. 17  Ibid. 

We visited the general store to buy a mosquito net, knife, pipe and tobacco for the boy, and found two of our old friends running the place, George and Jack McKeddie. The Shackle, Kelsey, 1975: 126. 19  European Administrators within the colonies of Australia conferred the rank of Chief or King on those Aboriginal people who they thought were leaders. Sometimes this was done as a reward. However, in a lot of cases this was done to control the rest of the group through the identified leader. "Although designated chiefs, kings, queens and warriors, the holders of these 'badges of distinction' more often than not led, a life of poverty and destitution as the honesty of expression portrayed in the faces and the few histories revealed within the catalogue confirm". T Cleary, Poignant Regalia, 19th  Century Aboriginal Images & Breastplates, Historic Houses Trust of New South Wales, Glebe. 1993:25 20  Paul Foelsche took a photo of a large group of Aboriginal people in 1903, on a beach, with Fort Hill in the background. The photograph has a caption which reads' Aborigines assembled on west end of Fort Hill for the distribution of blankets'. Foelsche Collection, National Library of Australia. 21 One of the male skulls had, "marked attrition of the upper and lower second and third teeth on the left which would indicate a pipe smoker". Manock's report concluded that, "there are no boney injuries which would explain the deaths but on the circumstances presented, I would suggest that death by drowning is a strong possibility". On the question of race he stated, "The characteristics were those of a native people but unlike the Northern Teritory Aboriginal. It is possible that they were Indonesian natives". Cohn Manock's report prepared in Adelaide, remote from Darwin, assumed an important place in the debate that ensured over the bones found in the area. While Manock was obviously merely pointing out that he considered that, on the basis of the teeth, it was unlikely that the burials were of Aboriginal people who had been exposed to a traditional diet, his comments were taken by subsequent commentators and forensic scientists to mean that the bones were not Aboriginal. David Ritchie. Mmdii Beach Bones. Paper delivered at "Under the Banyan Tree" Luncheon Seminar, State Library, Northern Territory, 1989.P: I 22  Extract from NT News re delays to opening of Mindil Beach Markets 23  Burns (1999:61) has found this same problem, writing, "the ethnohistoric literature from the early years of European settlement provides only limited information on traditional activities in the region at the time ..." 24  Closing evidence given by Rev. Wahly Fejo. Transcript of proceedings before justice H.W. Olney at Kalalak, The Kenbi (Cox Peninsular) land claim. Commonwealth reporting service. 27/11/89:912. 25 Ariella Azoulay, With Open Doors: Museums and Historical Narratives in Israel's Public Space in Sherman D. J and Rogoff I, Editors. Museum Culture, Histories, Discourses, Spectacles. University of Minnesota Press. Minneapolis, 1994: 106. 
26  The collections sent to Paris were given, at the end of the Exhibition, to the Director of the Natural History Museum in the Jardin des Plantes and exchanges were asked for. Hale, Herbert M. Records of the South Australian Museum vol. XII The first Hundred years of the Museum 1856-1956. Publishers Limited, Adelaide, 1956:22. 
27  Herbert M. Hale, The First Hundred Years of the Museum-1856-1956. Publishers, Adelaide, 1956:.:v. 28  Charles Saumarrez Smith, The New Museology, Peter Vergo (ed), Reaktion Books, London, 1989:4. 29  Hale, op. Cit. P:107 
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° Hannaford, Ivan. Race the History of an Idea in the West, The John Hopkins University Press, London, 1996:57-58. 
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Appendix B 
Catalogue 

Koolpinyah 
Dugong and other Dreamings 

The exhibition will open at 6pm, Friday 20 August 1999 
at the Northern Territory University Gallery and continue 

through until. Friday 27 August 1999. 

Catalogue 

1. Dugong Dreaming 9. 
2. Bandicoot Dreaming 10. 
3. Barramundi Dreaming 11. 
4. Willy Wagtail Dreaming 12. 
5. Frog Dreaming 13. 
6 Crab Dreaming 14. 
7. Star Dreaming 15. 
8. Lightning Dreaming 16. 

17. Storm Dreamin 

Dingo Head Dress 
Gulunbirrgin Gulunbirrgin 
Reflection 
The Message 
Mailma 
Larrakia Larrakia 
Pirriangwa 
Trophies 

The Artist 

Richard Barnes Koolpinyah paints under his Larrakia Aboriginal 
name, Koolpinyah. He has a Batchelor of Fine Arts Degree from 
the Northern Territory University and this exhibition has been 
submitted as part of his Thesis for the Degree of Master of Fine Arts. 

Koolpinyah's paintings are held In the Museum and Art Gallery 
of the Northern Territory and other public and private collections. 
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This unit includes: 

1 book 
17 slides 
17 photographS 
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