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Lee Kinsella, curator

On the shores of the Derbarl Yerrigan/Swan River, at

The University of Western Australia’s Crawley campus,
there is a deep history of knowledge and learning. We are
indebted to Dr Richard Walley OAM as a senior Noongar
custodian and Elder, working with daughter Rickeeta
Walley and son Alton Walley, for his unique depiction of
the linking of culture, place and materials that extends 16
meters along the wall in the main gallery space. To one
side, a kangaroo skin booka is placed as if enveloping a
seated figure, beside a coolamon, from which his designs
rise. The work anchors the exhibition to this site, as
Walley utilises the smoke-like tendrils of his remarkable
design to link animal motifs and symbols that reference
at least 65,000 years of Noongar knowledge of this land.
This is a visual narrative that uses symbols and objects

to communicate connectedness. The creation of lines

of ochre on the wall is a shared act as family members
work together to interweave stories that are specific to
Noongar Boodja.

Judy Watson's fossil, 1992 - 93, speaks to the histories

of Aboriginal people that have been hidden. Watson’s
work often references bodies of water, clay and ochre as
she works to accrete layers of materials and meaning. In
this work, she has laid flat a canvas and applied pigments
in water so that they pool and adhere according to the
peaks and valleys of the fabric. Emerging in the centre is
an open form that could be a figure. Spectral, it emerges
from a place with no horizon or recognisable landforms,
tethered only to the small cowrie shells that dot the
surface of the work and which were stitched in place by
the artist’s mother, Joyce Watson. The artist honours water

as a generative and life-giving force which also has the
capacity to carve through Country, and it is water that
permits the calcification of living organisms to preserve
them as fossils.

This exhibition seeks to acknowledge the many bodies
that have been rendered invisible over time. Traces of
their presence remain in the shape, marks and wear
within cloth and fibre forms. It is also a celebration of a
shared process - of both the making whereby people
come to know by doing, and the impressions that reveal
information about their makers. Touch is the foundation
of the relationship between woven fibres and the human
figure, and this engenders an endless capacity to tell
stories. We often come to understand or resolve an issue
by using our hands - to make tangible that for which we
may not yet have words.

Makers working together share stories as they learn
and transfer skills and technique. The realm of the
domestic is rich with histories of women working
together, an example being the upper and middle-class
women from the Victorian period who demonstrated
theiraccomplishment within the domestic realm via
their fancy work’ - decorative knitting, stitchwork and
embroidery. Sera Waters is a contemporary maker based
in Tarntanya/Adelaide who has developed an activist
practice using traditional stitching and embroidery
techniques. Herwork is populated by ghosts that refer
to obscured and violent colonial histories. Cave and
calcification (Blanche & Ruben), 2012, is one of a series
defined by her use of ‘blackwork’ - a highly detailed

Judy Watson, fossil, 1992-93, powder pigments, scenic paint, cowrie shells, glue and string on canvas with eyelets, 220 x 185cm,
Cruthers Collection of Women'’s Art, The University of Western Australia, © Judy Watson/Copyright Agency, 2024
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Annabelle Collett, Modifying the form, 1999, 13 parts, various materials including hand-painted cotton, embroidery, fur wire, ribbon, bones, hair, butchers” hooks, pins,
180 x380cm, Cruthers Collection of Women's Art, The University of Western Australia, Gift of the family of Annabelle Collett, 2021, © Courtesy of the artist’s estate

form of counted-thread embroidery that permits

tonal shading thanks to the manipulation of black and
coloured threads. The cave series “were developed from
research into the Naracoorte caves, as well as thinking of
bones and layers of history in stone.” ' These are psycho-
geographically charged portals that detail obscured and
shadowy, subterranean thefts that occur out of sightin
seemingly genteel landscapes?

The title of the exhibition, Stuffed, Bolstered and
Upholstered, is both a literal reference to various fibre
technigues and processes and, symbolically, to violence
embedded within the foundations of contemporary
Australian society. As Amanda Bell, Badimia and Yued
artist and curator, stated about the Gallery at the launch
of the exhibition, KANANGOOR/Shimmer:

This is a place of great beauty, joy, celebration, youth
and hope. But it is also a place of great violence, of
disease, struggle, despairand wounding. The echoes
of that wounding can still be heard in this place, the
aftershocks felt. Quieter, even silent, or covered

by words and assurances, but wounds just as it did

before. This violence is not always loud but can creep
in quietly and can do much harm. Institutions carry
that legacy of harm and wounding. Institutions like
the one we meet on today.?

There is an ongoing need to recognise that inequities
continue today, in terms of whose voices are heard,
whose stories are told and forwhom. This exhibition
seeks to chart how woven fibres and textiles make
tangible expressions of power within spaces such as
this Gallery - to make overt how bodies have been, and
continue to be constrained, but also the power of these
forms to project, protect and carry aspects of identity. As
Fiona Gavino warns via the woven letters of her ‘BadAss
Cafa’typography, CAUTION (the museum is a weapon
use wisely).

Annabelle Collette’s Modifying the form and Pamela
Harris" Anorexia are outstanding examples of 1980°s
second-wave feminist works that critique expectations
and constraints made upon the bodies of women.
Collette’s dismembered garments/ body parts and
Harris" ominous corset sit alongside Zanny Begg's
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Zanny Begg, Military tattoo series (detail), 2004, textile installation, dimensions variable, Cruthers Collection of Women'’s Art, The University of Western Australia,

© Courtesy of the artist

awkward and disconcerting ‘masculine” US military
tattoos. These abject body parts are plumped and
stuffed, with nipples constructed from pink felt and
beads, and black thread stitched into beige skin-toned
torsos in place of pubic hair.

Judith Lodwick and Eliza Campbell (now Elizabeth Bell)
collaborated as LODWICK©AMPBELL to weaponise
the small, domestic and often overlooked tea towel

with a critical commentary. In The pioneers, 1990, they
provide a counter narrative to Frederick McCubbin’s
The pioneertriptych, 1904, an iconic work held within
the National Gallery of Victoria collection which elegises
the masculine struggle of pastoralists in the project of
Australian nation-building. In Lodwick and Campbell’s
iteration, women bear witness to the changing landscape
and later seek to redress the resultant environmental
devastation. The work has been framed by repurposing
wooden fence palings to form a three-part work that
parodies the ‘aura” and iconic status of the McCubbin,
and interrogates the triptych form, which arose in

the Middle Ages within the Christian tradition of altar

paintings. Rather than privileging the lush surface of
his unique oil painting, the collaborators screenprint
multiple works.#

Similarly, Teelah George has constructed a high-impact
wall-piece from countless small stitches in her Blue
Biro, 2018 - 2019. She covered scraps of linen with

blue embroidery thread sourced during her travels by
repeatedly, almost compulsively, applying stitches to
the fabric pieces. She then joins small parts together
with obvious seams/scars that create organic patterns
across the rich and shimmering surface. The finished
work becomes thick like a pelt, and the stitches come
to resemble pen scratchings or the moving surface of

a large expanse of water. This piece is another example
of the use of innocuous and everyday materials that are
undervalued in a consumerist society, to be repurposed
and made remarkable, significant and valuable.



image above:
Sam Bloor, Budget 2018, 35mm photographic print on Hahnemuhle paper, 57 x 72cm, Collection of the artist, © Courtesy of the artist
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Jody Quackenbush, Strong garment Il / Suan Prung (detail), 2020-24, beads, felt, sequins, embroidery thread, dyed jumpsuit with sublimate printed fabric, iron on

embroidery, dimensions variable, Collection of the artist, © Courtesy of the artist

image page 6é:

Teelah George, Blue Biro, 2018-2019, thread, linen and bronze, 220 x 190 cm. The University of Western Australia Art Collection,

Jean Kahan Bequest, 2019, © Courtesy of the artist. Photograph by Thomas Rowe

The insertion of a jagged wall, running counter to the
order and symmetry of the modernist gallery space,
creates a discordant intervention - a crack or fissure. This
denotes arift in the seemingly ordered and controlled
Gallery environment. This structure also alludes to the
pervasiveness of the mining and resource industries

and allows space from which marginalised perspectives
speak to dominant discourses. The wall creates a pointed
and psychologically awkward area to contain Jody
Quackenbush’s bright orange jumpsuit, bed and video
which reconsider the deterioration of her mental state
while participating in a Vipassana meditation programme
in Northern Thailand.

In Strong garment Il / Suan Prung, 2020 - 2024,
Quackenbush has embroidered a bright orange
institutional jumpsuit like the one she was issued while
in a mental health facility. In reference to the large ants
that she has stitched onto her garment, the artist has
stated, “/ just observed them for weeks on end because
I wasn't allowed to do anything else and then, when

Iwas in my euphoric short-lived state, | was walking
through the forest and they were crawling up my legs
and | was so disconnected from my body that | didn't
care.”® Alongside the suit sits a recreation of her bed, The
opposite of enlightenment, meditation mattress, 2024,
which she has embellished with elaborately beaded
mandalas created using anti-psychotic drugs.

The jumpsuit ensured that she was highly visible whilst
within the mental health facility, and it sits in proximity

to a series of flamboyant masks that she made in 2014.
The gold fabric and detailed beading acknowledge

the richness of her family legacy of generations of
seamstresses, while the faux pearls and gems posit that is
personally significant may not necessarily align with their
equivalent monetary value.

The masks as means by which identity can be protected
sit alongside the ‘high vis’workwear and helmets
associated with tradies”and FIFO (fly-in, fly-out)
workforce that are so closely aligned with the resource



industry. Sam Bloor focuses upon technical processes
and the pragmatism of a skilled worker who uses
theirhands. Ladder Piece 1 (after Charles Ray), 2017,
references Ray and Bloor’s shared concerns which
oscillate between the practical and prosaic work that
delivers a tangible outcome, and ‘art’ that has a poorly
defined ‘use value’. Drop sheet painting, 2012-17, exists
as the trace of other works and is an unintentional
artefact that has now been stretched and framed to be
reconsidered as a work of art.

Thereis anirony in that, in Western Australia, highly visible
work gearis so innocuous as to render the wearer almost
invisible. Indeed, Nien Schwarz and her husband bought
second-hand high vis clothes to wear as they permitted
them unchallenged access as they explored regional
Western Australia. Motherlode has been created from

a shirt that they acquired, with ‘Matthew’ commercially
embroidered on the chest. Schwarz's partner was wearing
the shirt when he fell down a rocky hill. Schwarz began to
repair the resulting tear on the sleeve and the metallic,

copper ore colours of her embroidery continued as the
pair travelled, on and on, and she continued stitching,
even as the workwas displayed at the Mundaring Arts
Centre

Motherlode and Bloor’s Budget allude to the invisible
labour of the high vis, and often youthful, mining
workforce as they operate out of sight of the metropolis.
There is a reliance upon mining, and the income
generated by this industry, despite our ambiguous
relationship to the related environmental impacts,

jobs, economy and funding for the state (and arts). Our
modern world is reliant on these resources, as each
Australian home averages 90 kilograms of copper
concealed within the building materials, pipes and wiring.

Another highly visible garment within the exhibition is

an Aboriginal flag t-shirt bought by Dr John Stanton,
former Director of the Berndt Museum, and Ghislaine
Van Maanen, during a trip to Fitzroy Crossing. The flag
has become a symbol of Aboriginal power and resistance

image above: Nien Schwarz, Motherlode (detail), 2023, high vis work shirt, metallic threads, dimensions variable, Cruthers Collection of Women'’s Art, The University of

Western Australia, © Courtesy of the artist



| am th& one who runs from both the living and the dead.
Hunted by scavengers.
Haunted by those | could not-protect.

Jess Day, Become One of Them (detail), 2015, single-channel video run time: 8 mins 23 secs, Collection of the artist, © Courtesy of the artist

with the yellow of the sun at the centre of Harold
Thomas's design, instantly recognisable today.” This is
echoed in Nora Holland’s use of strong colours drawn
from Country - powerful oranges and deep reds - in her
felted depiction of Minyma Kutjarra, 2009. Holland's is a
simultaneous telling of complex streams of a narrative of
awoman travelling across Country to bring her younger
sister home.

Nagula Jarndu artists® Martha Lee, Cecilia Tigan and
Dena Gower have created distinctive textile designs.
These stunning screen printed fabrics are hung in
lengths in the exhibition and speak of stories of whole
communities. As their recent success at Country to
Couture 2024, part of the Darwin Aboriginal Art Fair
(DAAF) demonstrates, it is with much cultural pride that
these fabrics are transformed into striking garments.
Their bespoke and commercial production ensures
that these designs are dynamic and vibrant Indigenous
cultural expressions and sought-after items of clothing.

To break from the mainstream is to disrupt the dominant
culture. Counter and sub-cultures are communities with
ideas, beliefs and a visual identity that often marks them
as distinct. Jess Day has charted the transformation

as she, as an outsider, becomes absorbed within a
performative car culture. Her video of burnouts at The
Perth Motorplex, Kwinana Beach, is both reverential and
beautiful as vehicles are hurled across the asphalt with
smoke and steam streaming from them. The actionis
overlayed with text from the iconic film, Mad Max 1979,
where, again, the protagonist is drawn into a community
to ‘become one of them”:

| am the Road Warrior
and

You better send a Meat Truck. Charlie’s copped a
saucepan in the throat.

image left: Nora Holland, Minyma Kutjarra, 2009, dyed and felted wool, 187 x 1770cm, Cruthers Collection of

Women'’s Art, The University of Western Australia, © Courtesy of the artist’s estate



This story, armour and distinctly Australian landscape
references the mythology depicted in the screenprints of
Sidney Nolan’s Ned Kelly series. Nolan’s ironic details and
quirks from the Kelly mythologies are told using textures,
patination and fabric which define his visual rendition

of the story. One example is Quilting the armour, which
describes Ned Kelly's sister, Mary, carefully stitching
aniridescent blue lining into the helmet to protect her
brother’s head. Meticulous and time-consuming, her
work is completed as life on the farm continues around
her, as if denying the weight and portent of the dark form
of the armour that lies before her. Nolan’s telling of this
epic story is punctuated by small, seemingly insignificant
yet poignant moments.

Rosalind Peterson Drake Brockman draws upon
traditions of defiance and grappling with presenting
alternate ways of working in her Spider painting - an
upholstered work of art. As she has said:

The work is drawn from the domestic realm, from
which the identity of the feminine is embedded
historically (sofa metaphor) colliding with reference
to fine art (& the modernist gallery and white cube
display) square, white canvas.... It is also a comment
on the prevailing masculine agenda in the 1970
and 80s artworld in Western Australia which was
echoed globally...

Peterson Drake Brockman strategically broke with
pictorial conventions of painting to create a soft
sculptural form that resembled an upholstered cushion.
But, if overlooked or regarded only as something soft to
sit upon, then expect this spider to bite. Peterson Drake
Brockman's overt reference is to Louise Bourgeois and
her spider works that acknowledge Bourgeois mother,
who repaired tapestries in the family business. The spider
exists as a weaver who could be roused to be highly
protective, but also has the remarkable capacity to stitch,
strengthen and repair. The spider’s thread alludes to the
fragility of life, and the physical tether to family, culture
and connection - both nearand far.

Traditions of making, crafting and weaving are often
founded within communities of makers where knowledge
is passed down through the generations. Rina Franz

has created a remarkable installation of 170 blue and
white linen collars in honour of her mother, who was a
seamstress. Franz has said of The Invisible Thread, 2024:

This project is deeply personal. It unravels my
childhood memories in Italy, offering a glimpse into
a transformative period in the country’s history. It
aims to provide a tangible link between my own
heritage and the cultural memory that informs the
migrant experience...

As a seamstress, my mother kept a notebook,
meticulously recording the names of her clients.
Embroidered onto each collaris the name of those
individual wearers.?

Franz and Katthy Cavaliere share an engagement with
family legacy, and the experience of people as they move
across the globe. Cavaliere’s loved series saw her take on
the persona of a knitted doll that she found abandoned
on arubbish heap. We see her tap dancing to her
mother’s voice singing ‘Hello Dolly’, and in another scene
she sits, hand-knitting an extended cord that could be
both an umbilical cord and a physical connection to

her far-distant homeland of Italy. Franz, Cavaliere and
Deborah Prior use fabric to physically tether themselves
as they seek to reconcile their personal histories within
the broader fabric of contemporary Australia.

Prior also honours the women who have gone before
herin Grandmothers remembering Acacia blossoms
falling after the rain, 2022. Self-described on her
Instagram page as a “Woolly Headed squatter on
Kaurna Country”, Prior’s practice punctures Australian
settler society - carefully unpicking and repurposing
‘blokey’” mythology and squatter narratives that are
founded on merino wool and the grazing of livestock.
Herwork is a subtle exploration of the direct and
ongoing implications of the enforced movement of

Aboriginal peoples from their lands and the resulting
cultural and environmental devastation.

Rather than critiquing from the periphery, she
understands that her own family history implicates her
in the legacy of colonialism, upon which she layers her
Grandmothers respect and awe of the natural world and
experiential understandings of place, as referenced by
the title. Prior’s artistic practice is a form of reparation
and atonement.

Notions of care link so many works within this exhibition,
as these woven and fibre forms have the capacity to
bring disparate elements together. Beverly Thomson’s
Birthing Tree, 2024 unifies ceramic gumnuts and leaves
edged with repurposed linen thread as a homage to

her mother and generations of Aboriginal mothers. Her
accumulation of forms is the result of a slow and gentle

Deborah Prior, Grandmothers remembering Acacia blossoms falling after the
rain, 2022, woollen blankets, wool and cotton yarns, eucalyptus dyed wool, glass
beads, studio ephemera, 220 x 129 x150cm, Cruthers Collection of Women's Art,
The University of Western Australia. Purchased through the Sheila Foundation
Champions Circle, 2023

process by which Thomson has worked the fabric and

the clay, with her touch transforming these materials.

This slow and careful process is a reiteration of the
accumulated telling of such personal and heartfelt stories
of loss and reclamation. This re-making from fragments
and repurposed elements is a strategy of rebellion and
survival. Such processes attest to the power of woven and
stitched objects to make things anew.

Itis the bond between mother and child that Joyce
Winsley celebrates in her unique stitched grass forms.
Winsley translated astute observations of the shapes
of bodies, to the intricacies of little toes and fingers, in
guildford grass. She would process these grasses and
then stitch them into place, adding and subtracting
along the way. Winsley’s unique technique and style of
doll-making was developed from her time working with
the community of Noongar doll makers in Narrogin.©

Rosalind Peterson Drake Brockman, Spider, 1994, acrylic on upholstered canvas,
52 x 52 x9cm, Cruthers Collection of Women’s Art, The University of Western
Australia, Gift of Tania Ferrier, 2022
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Her deft handling of the wild grasses reveal a unique
capacity to communicate such warmth and tenderness
in her figures.

Janine McAullay Bott and Sharyn Egan create both
beautiful and highly conceptual woven forms that
operate as powerful metaphors for the rebuilding of self,
community and identity. Bott accumulates found plant
material to fashion them into recognisable animal forms
and open weave baskets:

The weaving maintains my well-being. It has a
spiritual purpose that keeps me connected to the
land. Weaving allows me to express myself, staying
true to Noongar culture and the environment -
keeping attention on the wildlife. I love the effect
the animals and reptile weaves have on the public
and theirinterest in how they are made. The cultural
significance of the weave is a sense of remembering
and my way of giving back to my mother, Rena
McAullay Farmer, and her people - Noongars from

Katanning and Wagin - beautiful people that |
remember with love through my weaves.”

Bott and Egan’s contemporary forms are seemingly

so quiet, yet so powerful. Egan’s Empty vesselsis an
eloguent self-portrait in which she uses Balga tree resin
to re-make, re-frame and re-purpose the bureaucratic
records from her Native Welfare file. Sheets of A4 paper
are reduced to strips, then woven and stitched in place
- resin working with the fibres to add richness of colour
and strengthen the basket form.

The three baskets refer to my Grandmother, Mother
and myself - each generation getting whiter. The
Balga tree resin adds colour to the baskets and the
darker colour symbolises being more in touch with
Aboriginal culture. So much was lost every [stolen]
generation - losing family, losing language...
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recognition of basic biological and psychological needs ©acquisition was approve
tob fe held d Th . it 7. This shirt was made before the controversy inspired by limited use of the
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of Spil’it inthe ma klﬂg and Sharmg of these resonant the ‘reclaim the flag" movement, which was resolved in 2022 when Harold
objects Like the curls of smoke in Richard Walley's wall Thomas agreed to transfer the flag’s copyright to the Commonwealth.
. 8. The name of the art centre can be translated as ‘Salt Water Women’, based
design, these woven forms envelope and transform. in Broome
They make visible, if only fora moment, the connections 9. RinaFranz, artist statement, 2024
between each of us and this place that sustains us. 10.  Nalda Searles and Vivonne Thwaites, “Yorga Moorntuk/Joyce Winsley 1938-

1. Email from Sera Waters, 11 June 2024

2 See LWAG exhibition DARK PORTALS: Sera Waters, Lawrence Wilson Art
Gallery, The University of Western Australia (uwa.edu.au), 8 Feb - 20 April,
2013

3. Amanda Bell, co-curator, https://www.uwa.edu.au/lwag/exhibitions/
kanangoor-shimmer

4. Email 28 August Judy Lodwick. Edition of 7; 5 framed, 2 unframed. This is
one work within much larger series of like colour screen printed tea towel
critiques that were created by LODWICK@AMPBELL in the 1980s.

5 Email from Jody Quackenbush, 19 August 2024.

20071", Artlink, 1 September 2001, Issue 21:3, https://www.artlink.com.au/
articles/2588 /yorga-moorntukjoyce-winsley-1938-2001/

Janine McAullay Bott as a speaker at the Stories and Solidarity symposium,
https://youtu.be/9rTTOBbrL_Q?si=pQwLs1EtS4TXhriU, from 9 mins 30 secs

Katthy Cavaliere, loved: beginning (detail), 2008 (reprinted 2016), chromogenic colour print on silver based paper, ed. 3/10, 67 x 100cm, Cruthers Collection of Women'’s
Art, The University of Western Australia, Gift of the Estate of Katthy Cavaliere, 2022 © Courtesy of Daniel Mudie Cunningham for the Katthy Cavaliere Estate

Sharyn Egan, Empty Vessels | (detail), 2010, card, photocopied Native Welfare reports, guildford grass (Romulea rosea), gum resin and stitching, 56 x 33 x13cm,
Berndt Museum 2010/0004.1-3 © Courtesy of the artist
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LISTOF WORKS

Exhibition includes new art commissions, artist loans and works from The University of Western
Australia Art Collection, the Cruthers Collection of Women’s Art, and the Berndt Museum.

Zanny Begg

Military tattoo series, 2004

textile, dimensions variable

Cruthers Collection of Women'’s Art, The University
of Western Australia

Sam Bloor

Ladder Piece 1 (after Charles Ray), 2017
digital print on Hahnemuhle archival rag, 101.7x76.3cm
Collection of Waldemar Kolbusz

Drop sheet painting, 2012-17
acrylic on cotton, 80.5x184 x4cm
Loan courtesy of NOMA* / Simon Venturi

Budget, 2018

35mm photographic print on Hahnemuhle (cotton
rag) paper, frame: 57 x72cm

Collection of the artist

Katthy Cavaliere

living rag doll, 2004

performed video filmed at Goulburn, New South
Wales, ed. 4/5, duration: 19 mins 55 secs

Cruthers Collection of Women'’s Art, The University
of Western Australia, Gift of the Estate of Katthy
Cavaliere, 2022

loved, 2008

performed video filmed at Artspace, Sydney, ed.
6/10, duration: 8 mins 27 secs

Cruthers Collection of Women'’s Art, The University
of Western Australia, Gift of the Estate of Katthy
Cavaliere, 2022

loved: arrived, 2008

chromogenic colour print on silver based paper, ed.
3/10, 67 x100cm

Cruthers Collection of Women'’s Art, The University
of Western Australia, Gift of the Estate of Katthy
Cavaliere, 2022

loved: beginning, 2008

chromogenic colour print on silver based paper, ed.
3/10, 67 x100cm

Cruthers Collection of Women's Art, The University
of Western Australia, Gift of the Estate of Katthy
Cavaliere, 2022

loved: hello dolly, 2008

chromogenic print on paper, ed. 10, 75.5x 100cm
Cruthers Collection of Women’s Art, The University
of Western Australia, Gift of the Estate of Katthy
Cavaliere, 2022

loved: knitting Nancy, 2008

chromogenic colour print on silver based paper, ed.
3/10, 67 x100cm

Cruthers Collection of Women'’s Art, The University
of Western Australia, Gift of the Estate of Katthy
Cavaliere, 2022

Annabelle Collett

Modifying the form, 1999

13 parts, various materials including hand-painted
cotton, embroidery, fur, wire, ribbon, bones, hair,
butchers”hooks, pins, torso, 180 x 380cm

Cruthers Collection of Women’s Art, The University
of Western Australia Art Collection, Gift of the family
of Annabelle Collett, 2021

Jess Day
Become One of Them, 2015

single-channel video run time: 8 mins 23 sec
Collection of the artist

Becoming One of Them, 2015 -remade in
2024

jacket made from car matt rubber, wax thread,
reflective fabric

Collection of the artist

Sharyn Egan

Empty Vessels I-11], 2010

card, photocopied Native Welfare reports, guildford
grass (Romulea rosea), gum resin and stitching, | - 56
x33x13cm, Il -44x25x 4cm, IlI-36 x18 x 2.5cm
Berndt Museum 2010/00041-3

My Paperwork, 2011

woven paper and ink with balga grass tree resin
(Xanthorrhoea), 8.5x30 x 24cm

Gift of the artist, Berndt Museum 2014/0025

Rina Franz

The Invisible Thread, 2024

170 blue and white collars - linen, interface, plastic,
reflective thread, approx. 400 x 400 x 400cm
Realised with the assitance of a Department of Local
Government, Sport and Cultural Industries Grant.
Collection of the artist

Fiona Gavino

CAUTION (the museum is a weapon use
wisely), 2022-24

relief print and woven grass lettering on
Hahnemuhle paper, frame: 94.5x 74 cm
Collection of the artist

Teelah George

Blue Biro, 2018-2019

thread, linen and bronze, 220 x 190cm

The University of Western Australia Art Collection,
Jean Kahan Bequest, 2019

Georgia Clothing

[Aboriginal flag T-shirt] 1999

Manufactured by Georgia Clothing, purchased
from Tanunda Supermarket, Fitzroy Crossing on
20.071999, 81x103 cm

Gift of G &J Stanton, Berndt Museum 1999/0034

Dena Gower

Marlee (black swan), 2024
screen-printed linen/Tencel, 800 x135cm
Collection of Nagula Jarndu

Pamela Harris

Anorexia nervosa, 1982

screenprint, ed. 5/21,101.7 x 66.1cm

Cruthers Collection of Women's Art, The University
of Western Australia

Nora Holland

Minyma Kutjarra, 2009

dyed and felted wool, 187 x 170cm

Cruthers Collection of Women's Art, The University
of Western Australia

Martha Lee

Mangalagun (Crab Creek), 2004
screen-printed linen/Tencel, 800 x135cm
Collection of Nagula Jarndu

Judith Lodwick and Eliza Campbell
(now Elizabeth Bell) working as
LODWICK®©AMPBELL

The pioneers, 1990

screenprint on linen tea towels, ed 3/7,
180x188.5x7cm

Cruthers Collection of Women'’s Art, The University
of Western Australia

Janine McAullay Bott

Bowl, 2004

coco palm (Syagrus romanzoffiana) fronds with
natural fibres 21.5 x50 x46cm

Berndt Museum 2004/0106

Stingray shape basket, 2004

coco palm (Syagrus romanzoffiana) fronds with dragon
tree (Dracaena draco) leaves, 14.5x39.6 x311cm
Berndt Museum 2004/0107

Traditional Basket Weave, 2004

cocos palm (Syagrus romanzofilana) and grape vine
wood, 65.4x43.9,x50cm

Berndt Museum 2004/0108

Sidney Nolan

Constable Fitzpatrick and Kate Kelly, 1970
screenprint, 52.7 x 68.5cm

The University of Western Australia Art Collection,
University Senate Grant, 1972

Death of Sergeant Kennedy, 1970
screenprint, 52.7x 68.5cm

The University of Western Australia Art Collection,
University Senate Grant, 1972

Quilting the armour, 1970

screenprint, 52.7 x 68.5cm

The University of Western Australia Art Collection,
University Senate Grant, 1972

Steve Hart dressed as a girl, 1970

screenprint, 52.7x 68.5cm

The University of Western Australia Art Collection,
University Senate Grant, 1972

Rosalind Peterson Drake Brockman

Spider, 1994

acrylic on upholstered canvas, 52 x 52 x 9cm
Cruthers Collection of Women’s Art, The University
of Western Australia, Gift of Tania Ferrier, 2022

Deborah Prior

Grandmothers remembering Acacia blossoms
falling after the rain, 2022

woollen blankets, wool and cotton yarns, eucalyptus
dyed wool, glass beads, studio ephemera,
220x129x150cm

Cruthers Collection of Women’s Art, The University
of Western Australia. Purchased through the Sheila
Foundation Champions Circle, 2023

Jody Quackenbush

Mask |, 2014

fabric, fake pearls, great paternal grandmother’s
tablecloth

Cruthers Collection of Women’s Art, The University
of Western Australia. Purchased through the Sheila
Foundation Champions Circle, 2020

Mask I, 2014

fabric, lace, buttons maternal grandmother, tutu tulle
Cruthers Collection of Women’s Art, The University
of Western Australia. Purchased through the Sheila
Foundation Champions Circle, 2020

Mask 111, 2014

fabric, costume jewellery, fake pearls, rope, fake fur
Cruthers Collection of Women'’s Art, The University
of Western Australia, Gift of the artist

Strong garment Il / Suan Prung, 2020-24
beads, felt, sequins, embroidery thread, dyed
jumpsuit with sublimate printed fabric, iron on
embroidery, dimensions variable

Collection of the artist

The opposite of enlightenment, meditation
mattress, 2024

beads, faux pearls, felt, cotton and othervarious
fabrics, embroidery thread, outdated anti-psychotic
drugs and packaging, photographic, fabric transfers,
thin mattress, 2007, approx 156 x 56cm, video
runtime: 1min 58 sec

Collection of the artist

Nien Schwarz

Motherlode, 2023

high vis work shirt, metallic threads, dimensions
variable

Cruthers Collection of Women'’s Art, The University
of Western Australia

Beverly Thomson
Birthing Tree, 2024

fabric, ceramic, underglaze, eco dyed fabric and
thread, approx 350 x 100 x 100cm

Commissioned by the Lawrence Wilson Art Gallery
for Stuffed, Bolstered and Upholstered, 2024, The
artist would like to thank Davida Palmer and Caroline
Barton, Collection of the artist

Cecilia Tigan

Barnunb (stingray) and myoord (fishtrap),
2024

screen-printed linen, 800 x 135cm

Collection of Nagula Jarndu

Richard Walley, Rickeeta Walley and Alton
Walley

Boodja: Koora, Yeyi Ba Kalyakoor! - Country:
Long Ago, Today and Eternally, 2024

booka with clasp, coolamon, kangaroo skins, bone,
ochre, feathers, bullrushes, wood, approx 400 x 1600
x300cm

Commissioned by the Lawrence Wilson Art Gallery
for Stuffed, Bolstered and Upholstered, 2024,
Collection of the artists

Sera Waters

Cave and calcification (Blanche & Ruben),
2012

linen, cotton, glow-in-the-dark cotton, beads,
string, handmade beads, card, leather, felt, stuffing
embroidery (blackwork), 65 x50cm

Cruthers Collection of Women'’s Art, The University
of Western Australia

Lake and limestone (Angas), 2012

linen, cotton, string, handmade beads, card, leather,
felt, stuffing, embroidery (blackwork), 50 x 22cm
Cruthers Collection of Women'’s Art, The University
of Western Australia



Light filled cavern, 2012

linen, glow-in-the-dark cotton, string, handmade
beads, card, leather, felt, stuffing embroidery
(blackwork), 18 x 16cm

Cruthers Collection of Women'’s Art, The University
of Western Australia

Pines and dark spaces, 2012

linen, cotton, string, handmade beads, card, leather,
felt, stuffing embroidery (blackwork), 38 x20cm
Cruthers Collection of Women'’s Art, The University
of Western Australian

Sandbag for the home: drowning livestock,
2009

felt, sequins, cotton, velvet, sand, 12.5 x131.5cm
Cruthers Collection of Women'’s Art, The University
of Western Australia

Survivalist sampler, 2019-20

cotton, glow-in-the-dark thread, found materials on
repurposed linen, 45x42cm

Cruthers Collection of Women's Art, The University
of Western Australia, Gift of Sheila Foundation
Limited 2022

Judy Watson

fossil, 1992-93

powder pigments, scenic paint, cowrie shells, glue
and string on canvas with eyelets, 220 x 185cm
Cruthers Collection of Women'’s Art, The University
of Western Australia

Joyce Winsley

Mother and Baby, 1997

guildford grass (Romulea rosea) and thread,
33x22x32.5cm

Berndt Museum 1998/0002.1-2

CURATOR'S ACKNOWLEDGMENTS

Lee Kinsella would like to thank Dr Richard Walley OAM and Rickeeta
Walley for their valuable support, and for so generously sharing their
remarkable installation.

Particular thanks to the artists and their champions, for supporting

the realisation of the exhibition and associated programs; my thanks

to lenders, including my colleagues in the Berndt Museum, (and a

sad farewell to you, Courtney Henry); to the wonderful LWAG crew
and particularly, Dr Theo Costantino, our new Director, for all of their
support; and to Ali Baker and Amanda Bell for the great discussions and
their brilliant writing. Thanks to SCULPT, ably led by Amy Reid, and to
the students who have participated in the screen-printing workshops
and micro-credential program.

|'am so pleased that this exhibition has been part of IOTA24, and | thank
Carola Akindele-Obe and Jude van der Merwe for their passion.

Finally, my thanks to the executive staff of our new portfolio, including
Selina Torrance, Deputy Vice Chancellor, Operations, and lan
Fitzpatrick, Director of Student Accommodation and Community;
and to members of the Sheila Foundation Limited, for their ongoing
support.

Always was, always will be, Aboriginal land.

exhibition website

The University of Western Australia would like to acknowledge that this
exhibition takes place on Noongar boodjar, and that Noongar people remain
the spiritual and cultural custodians of their land, and continue to practice
their values, languages, beliefs and knowledge.

Sera Waters, Survivalist sampler, 2019-20, cotton, glow-in-the-dark thread, found
materials on re-purposed linen, 45 x42cm, Cruthers Collection of Women's Art,
Gift of Sheila Foundation Limited 2022, © Courtesy of the artist.
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Published by the Lawrence Wilson Art Gallery at
The University of Western Australia, 2024.

All rights reserved.
ISBN 978-1-925793-50-5

Coverimage:
Rina Franz, The Invisible Thread (detail), 2024, 170 blue and white col
plastic, reflective thread, approx 400 x 400 x 400cm.

Realised with the assitance of a Department of Local Government, S«bort and Cultural
Industries Grant. Collection of the artist, © Courtesy of the artist
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