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Front: Dianne Strahan | Colours of Contine | 2019 | Botanical printing, eco-dying, mixed media, ink, stitch, bound book | 16cm x 10cm x 18cm |
Photographer: Sally Rogers
 
Above: Chan Dalgarno | The Truth of the Mokine Gully Ghost | 2018 | Ink on paper | 76cm x 56cm | Photographer: Sally Rogers
 
Right: Evelyn White | A Safe Place | 2019 | Native grass, found galah and parrot feathers, thread | 15cm x 10cm | Photographer: Sally Rogers
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The Alternative Archive: Common Ground  brings together the work of

thirteen artists from the Narrogin region.  Curated by Caitlin Stewart and

Karen Keeley, the works celebrate the region's historical and

contemporary stories across a diverse range of mediums.

 

This exhibition is one of thirteen  generated across regional Western

Australia that address the overarching theme 'The Alternative Archive'.

Each exhibition uniquely reflects its own community and contributes to

creating a contemporary visual archive of the state.

 

 



FOREWORD
How do you archive a place? The soil, the plants, the minerals, the water,

the biosphere, the animals, the sky? What about the people and all the

stuff they make, bring with them and discard? Is there such a thing as a

whole record?

 

So: 'The Alternative Archive' is a series of state-wide exhibitions featuring

local artists and curators responding to local social contexts, exploring

archives, and cementing the role of artists as recorders of social and

cultural history. Creating a contemporary visual archive of regional Western

Australian arts practice, 'The Alternative Archive' draws together over 13

galleries, 16 curators and 140 artists to document a dynamic anthology of

how regional artists relate to the people, homes, towns or regions they

know so well; in short it seeks to create and celebrate common ground.

 

What is common ground?

Does it exist socially, politically or environmentally across the vastness of

Western Australia’s 2.6 million square kilometres?

 

We all live on the earth, our feet are bound by gravity, our souls to this

planet, our bodies to the nourishment of plants and animals and our

existence to the life forces of the natural environment. Yet our

perspectives of this experience and how we record it are empirical at best

and tendentious at worst. What is the true and ultimate archive of a

particular place, and where do you find it? How do you make it? And who

gets to tell it?

 

This place is Narrogin. This place is Noongar Wilman Boodja.



 

Artists Tuleah Bolton, Ned Crossley, Chan Dalgarno, Stephanie Dimmock,

Paul Elliott, Karen Keeley, Kelly Nelissen, Georgina Paterson, Marcelle Riley,

Caitlin Stewart, Dianne Strahan, Casey Thornton and Evelyn White have

been commissioned to make new work about this place.

 

This place is connected to other places. This place is the Wheatbelt. This

place is nature. This place is environmental memory. This place is biological

science, metallurgical resource and agricultural industry. This place is the

stories of women who watch for fires. This place is the resilience of the

microbiome of the salt lakes. This place is those who are here, those who

have been taken and those who were forgotten. This place is family. This

place is old. This place is new. This place is connected.

 

The Alternative Archive: Common Ground is a moment in this place, our

place to live, nurture and remember until the next generation comes along

to make this place their place.

 

'The Alternative Archive' is presented by Connect to the Creative Grid, an

initiative by the Regional Arts Partnership Program supported by the State

government, Country Arts WA and the Australian government’s Regional

Arts Fund. A survey of the state-wide exhibitions will be held at John Curtin

Gallery in May 2020 and aims to increase understanding of the arts

ecology, practices, and conditions of regional art making in Western

Australia.

 

 

Anna Louise Richardson.

Lead Curator, 'The Alternative Archive'



FINDING COMMON GROUND
 

Collaborating on this journey to curate an

exhibition of an alternative archive for our

Narrogin region, we wanted to see what the

artists considered was essential to document

and to witness how they would bring their

unique vision to fruition. As the works have

unfolded, a common ground has evolved

around issues of ecology, personal stories, and

history of place. 

 

Marcelle Riley uses found objects from her

immediate environment to provide the raw

materials for making precious objects. Her

deliberate choice of plant material captures

the colour, feel and smell of the country she is

deeply connected to. Although the forms of

Under the Trees! and Gathered in Dily Bag are

traditionally utilitarian, Marcelle weaves

ancient culture into contemporary practice

through her commitment to eco-dyeing. Both

of these works celebrate a significant

connection to a particular tree and very

personal place.

 

A new archive, developed over the course of a

season, was created by Dianne Strahan in her

monumental work Colours of Contine. This work

combines contemporary eco-dyeing practices

on cloth and paper with the traditional

craftsmanship of bookbinding and thoroughly

captures and documents the existing flora

found at Contine. The exceptional range of

colour and botanical detail achieved through

the dyeing process has been enhanced by the

considered and restrained use of stitch. An

accompanying journal documenting the

process from conception to completion also

explores the historical context of the area.

 

Kelly Nelissen’s Wickepin Banksias explores a

connection to flora in the Narrogin region in a

very different way. Her use of discarded street-

sweeper roller - once used to sweep debris

from the roads, including plant

 

 

matter and leaves in an effort to ‘tidy’, became

‘rubbish’ itself, before being regenerated into

new life in this work.

 

The human impact on the land is also depicted

in Stephanie Dimmock’s Life Beneath.

Documenting the importance of inland salt

lakes as eco-systems in their own right and

their place in the landscape, this work also

initiates a greater conversation about access

to archives and knowledge. Stephanie seeks to

place the value of these eco-systems in the

public eye, rather than in the scientific realm.

 

Ned Crossley’s powerful Ultimate Archive:

Permission to Change examines a natural

resource – its historical contribution to the

Narrogin area and its future role. Featuring

sourced coal, coal dust and charcoal mixed with

synthetic polymer, the work poses a larger

question about the place of subversive,

alternate or non-mainstream views that

undermine dominant political ideologies of the

day.

 

Featuring remnant ochres from the walls of the

old mud brick ruins of a family farmhouse, Only

the Love Remains tells a personal narrative of

love, loss and relationships. Curiosity about the

impact of trauma passed down through

generations and inspired by the untimely death

of her grandmother, when her own mother was

still a young child, Karen Keeley explores how

the emotion of love endures beyond the loss of

stories, photos and concrete evidence of a life

lived.

 

Twin portraits Rapture and Fracture also seek

to document the emotional landscape

traversed by Tuleah Bolton through a period of

self-growth and discovery. The incomplete

images and space between canvases

reference the inherent difficulty in capturing a

complete story within an archive.



Casey Thornton delves into the family record,

examining the fragility of memories kept and

held both in the human mind and on

photographic paper. Her attention to detail in

Reminiscence: A Journey Across Oceans

captures the gentle, soft personality of the

sitter and manages to maintain a painterly feel

despite the photo-realistic quality of the

painting.

 

Using 3D printing, plastic and light as the

medium for her installation work, Casey

Thornton has explored an existing archive of

photos and family history in Recollections.

Taking a potentially environmentally damaging

material and using it as a resource to ensure

sustainability of otherwise fragile images, the

photographs, no longer at the mercy of the

environment and time, have been immortalised.

 

The contribution of the Clydesdale horse to

farming in the region is acknowledged in Paul

Elliott’s beautifully crafted A Once Well-Oiled

Machine. Careful selection of found metal

objects, sourced from forgotten drawn

machinery, long since past its working days,

have been repurposed to create the horse once

used to draw those very machines along.

 

Georgina Paterson has referenced two existing

archives that speak to the history of her

community and uses two different traditional

mediums to evoke the era from which these

stories evolved. In Apples from Williams,

Georgina has married the advertising styles of

a bygone era, with her own naïve painting style.

The bold work draws attention to a now

forgotten industry that connected the region

to an international stage.

 

Using traditional weaving techniques, stitch,

macramé, and string making, Swimming Holes

at The River, bends and curls, flowing like the

river itself. Georgina’s unique and textural work

responds to oral stories about the Williams

River, and the changes in course and flow,

through human action, in a lifetime.

Inspired by a long-gone industry, Caitlin Stewart

became intrigued by the role women played in

the forestry industry of the Dryandra area. With

imagery drawn from documented oral history,

Labour/Life invites the viewer to consider the

layers of history, the prosaic, documented and

known at the back, foregrounded by personal

story – a translucent shifting layer, amplified by

shadow.

 

The telling, retelling and twisting of stories lies

at the heart of The Truth of the Mokine Gully

Ghost. Chan Dalgarno’s eye for detail and

meticulous draftsmanship have transformed a

representational image into an abstract work

full of mystique and hidden meaning. Using

mathematical formula, Chan plays with the

viewer – as with all good stories,  the truth of

the work is relative to where the viewer stands.

 

Evelyn White’s two works celebrate the

storage and collection of archival objects and

reflect a desire to preserve objects from

history that might otherwise be lost or

discarded. “Puppe” Doll references and builds

on an existing archive using a discarded object

as inspiration. The empty jewellery boxes

convey both a sense of loss – of stories and

objects discarded; and a feeling of unfilled

potential. 

 

The delicately crafted A Safe Place leaves the

viewer questioning: Is it a safe place for such

fragile materials to be repurposed and kept, or

a safe place for new objects to call home?

 

This body of work provides us with previously

unknown, unrecognised or undocumented

perspectives of the place we inhabit, a true

alternative archive for our common ground.

Caitlin Stewart and Karen Keeley

The Alternative Archive: Common Ground Curators

Narrogin, March 2019



TULEAH BOLTON

 

 

Tuleah decided to archive something usually seen as personal

photographs or diary entries. Wanting her work to be something

different, she made the bold decision to paint a raw, strong and

personal work depicting her life, emotions and memories and how

they have grown. Who and what she is.

 

Powerful and honest in its vulnerability, Fracture and Rapture

remove the everyday mask and capture the inner emotional turmoil

of self-understanding.

 

The twin portraits Fracture and Rapture  are the physical

personifications Tuleah created to reflect emotional states

traversed in a journey of self-discovery. Painted on smaller

canvases placed together like a puzzle, their splintered looks

reference the idea that memories do not always play like a movie

reel, they are missing things; warped by another perception; are not

always whole. As with most of her work, Tuleah decided to keep

colour to a minimum, preferring to use colour sparingly to ensure

that when it is used, it has meaning and reason.

 

The colour white often has connotations of ‘purity’. In the portrait

Fracture, Tuleah twists that notion, highlighting the negative and

darker side of the colour in the image of the girl screaming.

Juxtaposed with Rapture, a work mainly composed of black, a colour

typically seen in a negative light, and yet the boy is calm and at

peace.

 

 Tuleah says:

I believe in looking at things, may they be physical or psychological,

from different perspectives and not just accepting things for how

others tell you they should be.

RAPTURE | FRACTURE

Photograph: Sally Rogers



Above: Tuleah Bolton | Fracture| 2018 | Acrylic on
canvas | 40.5cm x 62cm | Photographer: Sally Rogers
 
Right: Tuleah Bolton | Rapture | 2019 | Acrylic on
canvas| 40.5cm x 62cm | Photographer: Sally Rogers



NED CROSSLEY

 

 

 

Partisan (adjective): biased, prejudiced, one-sided, coloured,

discriminatory, preferential, partial, interested, parti pris, bigoted,

sectarian, factional, unjust, unfair, inequitable, unbalanced. 

(Google  2019)
 

 

 

Ned Crossley’s art is an expression of how he feels about the world. He tries to capture the feeling

embodied in physical landscapes he has visited in his paintings. In his installations, Ned seeks to

respond to the nature of our presence on the Earth and our relationship to the world and each other.

 

In an address to parliament on 9 February 2017, then Federal Treasurer Morrison, brazenly

brandished a lump of coal at the opposition and accused them all of having coal-a-phobia. 

Completely overlooking any negative implications, he asserted that the continued use of coal was

essential for affordable and sustainable energy production, competitive Australian businesses,

Australian jobs security and a “more certain energy future”. His address exemplifies the adversarial,

partisan political practices inherent in modern government, which render individuals within

government (at any level) powerless to challenge the dominant discourses around many of the

important issues of our times. For example, in the debate about coal’s place in a sustainable energy

future, who could deny the merits of the goals Morrison outlined, especially when the coal industry

provides livelihoods for so many individuals and corporations? Indeed the evolution of our own

community around Narrogin is tied to coal that fuelled rail transport until the 1960s and still

provides most of our electricity.

 

Dominant discourses are created by those with the power, invoking the support of the silent

majority to define the conventions of everyday living, without considering actual impacts and

external costs to the environment, climate, individual and community health, natural justice, etc. or

the values and needs of minority groups. Increasingly, the prevailing rules are in conflict with what

many of us believe and would choose to live by; however dissenters who challenge social norms and

express alternative perspectives, risk being branded subversive, lunatic, traitor or terrorist. All the

more reason then, to question the dominant discourse, to recognise and consider the perspectives

of those ‘Others’ within our community and to look for the underlying nature of a reality beyond the

dominant discourse.

 

This work archives an antiquated object held within an obsolete way of seeing the world. The stark

white over black, backgrounding the cold dark presence of the coal signifies the contrasting views

implicit in the partisan debate that sustains the dominant discourse around sustainability, which

could bring us to ruin if we allow it. This is the common ground in which we all reside, are called on to

question and may give ourselves permission to change for the sake of a truly sustainable future.

ULTIMATE ARCHIVE:

 PERMISSION TO CHANGE

Photograph: Sally Rogers



Detail: Ned Crossley | Ultimate Archive: Permission to Change | 2019 | Found coal, acrylic and charcoal, wallpaper on board | 146cm x

296cm x 100cm | Photographer: Sally Rogers



CHAN DALGARNO

 

 

 

On a dark and stormy night, many moons ago, bushrangers set upon a labourers' camp and

stole all that they could before killing the labourer in his sleep. His ghost haunts Mokine Gully

in the town of Highbury, searching for his horse and cart, and his faint dying screams can still

be heard in the August winds.

 At least, that is what the ghost story and folklore tell. The truth has a little less excitement. The

victim, a man named Joseph Williams, worked as a sandalwood cutter in the district during the late

nineteenth century and his murderer was neither a bushranger nor a petty criminal; rather he was

Joseph’s own workmate and business partner, a Mr John Flint. Furthermore, Joseph was not entirely

innocent in his own death. The men were both drunk and quarrelsome and, as best as could be

established in both a police inquest and in a criminal court proceeding, his death was ruled

manslaughter.

 

With over one hundred and thirty years passing since that event, it is not surprising at all that the

tale has been twisted over time. The further away we travel from a place or event, the more blurred

our perspective is and less detail we see. This work enables the viewer the luxury of both

perspectives: up close the details of the publicly available news articles and published court

proceedings are available to read, whilst the approximate crime scene (as it appears today) is visible

from afar.

 

To date, Chan Dalgarno’s research-based practice has been an expression of the relationship

between science, mathematics and art. Her personal reflections on the life and death cycles of her

subjects provide their own unique archives.

 

In her current body of work, Chan uses aleatoric formula (the formula of chance) to create an

abstract work that, when viewed from a distance, reverts to the appearance of the original subject. 

 

 From a distance, the work appears as a photographic representation or original sketch; as the viewer

moves closer, this representation distorts as text or pointillist patterns begin to emerge. Unlike

previous bodies of work, these works seek to demonstrate the absolute truth through dual

representation of their subjects and act as barely visible archives of the subjects explored within.

 

THE TRUTH OF THE MOKINE

 GULLY GHOST

Photograph: Sally Rogers



Chan Dalgarno | The Truth of the Mokine Gully Ghost | 2018 | Ink on paper | 76cm x 56cm | Photographer: Sally Rogers



STEPHANIE DIMMOCK

 

 

 

There have been many years of past disinterest and misunderstanding of our inland salt lakes, and a

continuing ignorance of how important they are as a refugia for a variety of unique species, ranging in

size from the myriad of microscopic organisms beneath the soil or mud crust; amphibians such as

burrowing frogs and other frog species; a number of reptiles - our snakes and lizards; right through to

the many types of birds that include our salt lakes in their migratory path. Stephanie Dimmock is

deeply concerned that the repository of information on salt lake environments is restricted to

esoteric publications within the scientific arena.

 

As an acrylic and mixed media artist, she hopes to throw a spotlight on the layers which form the soil

crust, and the rich world under the dry surface when the lake water has evaporated. While this

surface appears non-living to the human eye, it is actually constructed by a myriad of living

organisms which bind the soil particles together.

 

Using acrylic on canvas, textiles, found natural objects and embedded forms, along with fragments

of text from published scientific research, Stephanie wants her work to investigate the dark, fragile

underlying layers of mud and biological soil crust, and the organisms that inhabit this salt lake zone.

Rather than the waste land of popular conception, this secret world contains the drought-surviving

spores, seeds and eggs of organisms which spring to life when the salt wetlands are next inundated.

 

Stephanie notes:

Along with the massive clearing of vegetation, there have been so many years of the prolific use of

chemicals and fertilisers by industry and agriculture, as well as other forms of pollution, which have

been proved to have leached into the water table. This has severely affected our salt lake

environments. As if that wasn't sufficient cause for alarm, some people continue to think of these

salt lakes as recreational areas - somewhere to ride motorcycles, or drive vehicles on. This kind of

activity becomes abhorrent when we understand how much damage this is causing to these already

fragile environments. We need to work together to change the view of inland salt lakes as waste

areas, and particularly the perceived idea of their dry state as 'dead'.

LIFE BENEATH

Photograph: Sally Rogers



Stephanie Dimmock | Life Beneath | 2019 | Acrylic and mixed media on canvas | 76cm x 76cm | Photographer: Sally Rogers



PAUL ELLIOTT

 

 

 

An old property in Pingelly boasts a stone farmhouse, built around 1870 from granite quarried on the

property. The Quarry also provided stone for building in nearby Mourambine. Strewn across the

property are old carts and remnants of old horse drawn machinery, testament to the beautiful

creatures that helped turn this land into the productive farmland it is today. Farming districts would

not be what they are today without draft horses. There is a long history of draft horses on the

property, and today they have returned to grace the paddocks with their gentle splendour. This was

the inspiration behind Paul Elliott’s A Once Well-Oiled Machine. Historical photos never do justice to

the relationship between man and animal. It has been documented that Clydesdales could all but put

their own harnesses on, and have even continued to plough a field correctly when the farmer has

nodded off behind the wheel. Each day they willingly lined up for a gruelling day of work with their

master, sometimes even dropping the kids off at school only to return to continue with their duties

on the farm. Not just a beast of burden to provide muscle, the Clydesdale was a cherished member

of the family.

 

After 20 plus years as a steel fabrication engineer Paul Elliot has an extensive knowledge of metals

and their properties. To know the processes involved in creating metal is to appreciate the energy

involved. Paul has a particular appreciation of old used metal. Signs of age, patina and unusual pieces

are some of the things he considers when deciding on using a piece of metal. Giving old discarded

items a new platform to be admired and appreciated, as part of a new sculptural piece is his homage

to the inspiration each piece gives him. 

 

Paul’s work is predominantly organic in its conception. He finds one or two parts, places them

together, and if he visualises the finished piece he is compelled to create it. Doing very few drawings

or planning on paper, Paul’s work is mostly constructed in his head, and in chalk drawing on his

workshop floor for scaling. Hands on in his work, carefully working each piece to complement the

next, Paul doesn’t use pieces to fill a void or create a picture, instead letting each piece to be

recognised for its own character and beauty. Every piece is considered and relative to what he is

trying to convey in a sculpture.

A ONCE WELL - OILED MACHINE

Photograph: Sally Rogers



Paul Elliot | A Once Well-Oiled Machine | 2019 | Found iron, welded, patina | 35cm x 54cm x 126cm | Photographer: Sally Rogers



KAREN KEELEY

 

 

Karen Keeley’s current art practice is primarily focused on painting,

mixed media and textile work; however, she is also keenly interested

in sculpture, public art and community arts work.  Her current

practice incorporates locally sourced materials such as ochre and

plant-based pigments mixed with synthetic polymer and oil paints to

create a textural surface to work on. Karen loves the tactile quality

of old walls, is fascinated with the process of fresco painting and is

currently exploring the notion of how environmental issues can

reflect human emotional states.

 

This work represents a series of deeply personal and traumatic

events that occurred when Karen’s mother was three years old. Ada,

her grandmother, died suddenly on the family farm at Popanyinning

leaving five children with the youngest being only three months old. 

 

Shortly afterwards the Child Welfare took the children away and

placed them all in different orphanages around the state. There are

only a few damaged and faded photographs remaining of Ada and

the family on the farm and Karen’s mother and her sibling have very

few memories of her. She is acutely aware that soon Ada’s story will

be gone for good and wanted to capture the essence of who she

was, in an attempt to preserve some sense of her and the place she

was most loved. 

 

Karen visited the ruins of the mud brick farm house that Ada and

Charles (her grandfather) built and collected ochre from the

crumbled walls to incorporate into the polymer pigments used in the

painting. Only the Love Remains tells a personal story of love, loss

and relationships. Her interest in epigenetics and the impact of

trauma passed down through generations is reflected in this work,

as well as the notion that perhaps the love once experienced is also

transferred to subsequent generations.

 

ONLY THE LOVE REMAINS

Photograph: Sally Rogers



Karen Keeley | Only the Love Remains | 2019 | Ground ochres, synthetic polymer paint, resin on board  | 154cm x 107cm | Photographer:
Sally Rogers



KELLY NELISSEN

 

 

As an artist, Kelly Nelissen works primarily in sculpture in several

fields including textiles, woodwork and welding to allow the

audience a sensory experience that is both visual and tactile. In her

welding work she likes to retain characteristics of the original item

so the viewer can trace the journey from beginning to end. Since

moving to the country, she is always impressed observing people

“make do” with what is available at the time, some of which is due to

the difficulty in sourcing materials or qualified people. This can be

seen from a positive and negative viewpoint. On one hand, difficulty

not being able to retain staff in primary areas can lead to people

moving away from an area to access services elsewhere or having

to drive several hours to buy something. On the other hand, it can

lead to more innovation, flexibility and resilience. This ‘make do’

attitude is present in her own artistic practice, which demonstrates

a prevalence for works made from recycled materials and

innovation.

 

Inspiration for Wickepin Banksias came from acquiring a set of

discarded street sweeper brushes. From there Kelly always knew

that she wanted to create something related to the many flowering

species of native West Australian flora. Spending a lot of time in the

neighbouring town of Wickepin, she decided to draw inspiration from

the Wickepin Shire logo - Banksia prionotes. The idea of “making do”

fits with her own memories as a child, visiting salvage yards and tips

with her father who would collect material to make or repair things.

The joy of finding something unexpected to create something

entirely new helps inform her practice as an artist.

 

WICKEPIN BANKSIAS

Photograph: Sally Rogers



Kelly Nelissen | Wickepin Banksias | 2019 | Found street sweeper brushes, welded spoons, metal washers  | 58cm x 30cm x 30cm, 42cm x
30cm x 30cm, 52cm x 30cm x 30cm | Photographer: Sally Rogers



GEORGINA PATERSON

 

 

Georgina Paterson enjoys creating work and using colours that

create a sense of happiness for both herself and the viewer. Self-

taught, she has developed a colourful and naïve style, working

primarily with acrylic on canvas. She enjoys the challenge of learning

about different mediums and techniques, especially printmaking and

weaving. Georgina has experience painting a number of murals around

her community and enjoys seeing the transformation of a dirty blank

wall into something bright and colourful.

 

In the weaving, Swimming Holes At The River, Georgina responds to

stories she has heard about the Williams River and how it has

changed over time. Stories of big waterholes, flowing water and

jumping from the bridge into the deep water below form part of local

oral archive. Physical remnants, such as the Old Flour Mill on the river

bank at Millbrook and other evidence of channelling and moving

water, from a time when the river would have had more water and run

for longer hint at profound changes in the river’s course. Georgina

could not find a written archive about this important aspect of the

river in our landscape, only anecdotal evidence and remnants of

infrastructure. Perhaps it is time to investigate the reasons for this

change in order to improve and manage it better into the future.

 

Intrigued by a story told by Williams local Jesse Martin about one of

the first industries in Williams - fruit growing, Apples from Williams

was born. The fruit, predominantly apples, was exported to London up

until World War I. This snippet of local history captured Georgina’s

imagination, as it seemed so far removed from industry in the area

now. Inspired by stencils that were used on the wooden fruit packing

crates in Mr Martin’s museum, and through online research, she found

articles relating to the fabulous fruit grown in this area. Georgina liked

the idea of creating a banner advertisement of the time to add an

existing archive. The imagery and grammar used in old advertising

material, highlights for her how we humans in the first world have

evolved into such materialistic creatures. Do we appreciate today the

nourishment of an apple… and how easy they are to come by?

SWIMMING HOLES AT THE RIVER

 

APPLES FROM WILLIAMS
Photograph: Sally Rogers



Georgina Paterson | Swimming

Holes at the River | 2019 | Mixed

yarns  | 110cm x 110cm |

Photographer: Sally Rogers

Georgina Paterson | Apples from Williams

| 2019 | Acrylic on canvas  | 110cm x

100cm | Photographer: Sally Rogers



MARCELLE RILEY

 

 

Kaya Wanjoo (Hello and Welcome to Wiilmen Boodjar). My Kaarla

(Home) is here in Narrogin, this is Nany Maaman Boodjar (My Father’s

Country-Wiilmen Boodjar).

 

Marcelle Riley has an extensive fibre arts practice in Western

Australia. She has travelled across the State and nationally,

conducting workshops with community groups. She brings

communities and women together for the practice of Noongar doll

making, cloth dyeing and coiling projects.

 

Marcelle says

I spend a lot of time under my trees, it is such a special place for me

and so shady and peaceful (can be messy at times!).  I love being out

in the garden and out on country, very spiritual for me walking where

Nany Moort (My ancestors) once walked and lived.

 

My baskets are woven from trees in my garden and dyed from the

Gungurra (Silver Princess Gum Tree).  I love the art of basket weaving

and eco dyeing with natural plant and dyes. It relaxes me and I really

love the smells of Boodjar (Country) and being outdoors.

 

I am thrilled to have these pieces in the common grounds exhibition,

please enjoy.

 

UNDER THE TREES

 

GATHERED IN DILY BAG
Photograph: Sally Rogers



Left: Marcelle Riley | Under the trees! | 2019 | Tree fibre, cotton, silver princess leaves  | 15cm x 30cm | Photographer: Sally Rogers

 

Right: Marcelle Riley | Gathered in Dily Bag | 2019 | Tree fibre, cotton, silver princess leaves, bush peppermint | 15cm x 30cm |

Photographer: Sally Rogers



DIANNE STRAHAN

 

 

As a textile artist who is currently exploring eco-dyeing and botanical

printing Dianne Strahan views the world a little differently and is

always searching for that special leaf or flower, wondering how it

would print or dye.  She prints on fabric and paper to create scarves,

hand-made books and cards or incorporate pieces into encaustic

works. No two dye pots give the same result so everything that she

makes is unique.

 

Three months in the life of a hill is nothing but a grain of sand in time,

however, with a passion for eco-dyeing, Dianne undertook to archive

Contine as she found it in the spring of 2018. Flowers, leaves, bark,

earth, they have all contributed, through dyeing processes and

botanical printing, to the creation of Colours of Contine.

 

My husband, Steve, worked for CALM for many years so I had heard

quite a bit about the use of places such as Contine Hill as fire

lookouts. We used Dryandra as a recreation area: had picnics,

birthdays, bush drives and walks on weekends with family and

friends.  As an important place in our lives, I always wanted to try

working with the flora in a dyeing capacity, particularly some of the

plants endemic to our region.

 

Housed in a boxed cover, a diary following her journey and the

methods used to create work nestles against the botanically dyed

and printed book, its folded pages tucked in on its concertina spine. 

The book contains over 58 species of plants, which were found on

Contine hill, part of the Dryandra Forest near Narrogin.  During the

spring months, Dianne collected small specimens of plants, taking

them back to her studio to steam or simmer them, experimenting

with processes and mordents to achieve the variety of colours.

Summer was spent sorting and stitching, creating first an

experimental version of the book to trial and perfect binding

techniques, before developing the final work.

 

COLOURS OF CONTINE

Photograph: Sally Rogers



Dianne Strahan | Colours of Contine | 2019 | Botanical printing, eco-dying, mixed media, ink, stitch, bound book | 16cm x 10cm x 18cm

(boxed) - variable (unboxed) | Photographer: Sally Rogers



CAITLIN STEWART

 

 

 

The Brown Mallet (Eucalyptus astringens) is a tree with exceptionally high tannin content. This tannin

was used to convert rawhide into leather and at a time when leather usage was much more prevalent

than today, the tannin in Brown Mallet bark was a prized commodity. After a rush in the early 1900’s

to strip the bark from trees, it soon became apparent that without any industry regulations, the

natural mallet stands of the Wheatbelt were being quickly wiped out.  In 1918 the Forests Act was

passed and the Forests Department was established shortly after, with one of their first tasks being

the conservation of mallet.  Thus it came about that, to preserve the remaining natural stands,

mallet was planted in Dryandra State Forest, making the area one of Australia’s earliest eucalypt

plantations.

 

During the early years, five hilltop forester stations were positioned around the forest in order to

protect the plantations from fire.  The tallest of these fire lookouts was at Lol Gray – located six

metres up a powderbark tree. Built from hand-hewn wandoo, an open platform sat high above the

ground, a timber ladder descending through a hole cut into the floor and with an alidade stand in the

centre, from which lines of sight and angles could be measured of any distant smoke plume. The

angles measured at each station were triangulated to give a position for fire in the area. In Dryandra,

it was not just men who worked the watch stations, women - wives of the foresters, also took on the

role.  The 2s6d for every bearing taken was a welcome addition to the family purse.

 

Tucked away in a documented oral history, Caitlin Stewart came across the story of Mrs Alma Giles

who, at eight months pregnant, climbed the fire tower at Lol Gray and found she couldn’t get down.

Her children rang Mr Currie, the Officer-in-Charge, who came and helped her down . This story piqued

her interest and sparked many questions about the lives of women living out at Dryandra.

 

Drawn to the tactile nature of working with cloth and thread, Caitlin’s work is often constructed with

sheer fabrics, which allow her to explore concepts of fragility and strength and to experiment and

play with light and shadow. Using free machine embroidery, applique and cutwork techniques,

Labour/Life is a layered textile work that captures a local story and considers the ideas of isolation,

family, hard work and life-lines of communication.

LABOUR/LIFE

Photograph: Sally Rogers



Caitlin Stewart | Labour/Life | 2019 | Machine stitched silk organaza, tulle, wool blend, cotton, thread  | 114cm x149cm   | Photographer:

Sally Rogers



CASEY THORNTON

 

 

Using traditional and contemporary approaches, Casey Thornton has created pieces that explore the

stories of her grandparents, Aukje Schots and Johan Smid, who migrated from the Netherlands to

Western Australia aboard the SS Waterman in 1952. Though she works across various mediums she

considers herself primarily a painter with a strong interest in portraiture. She is intrigued by the

possibilities of creating art using innovative technologies such as 3D printing. For this project Casey

has painted a portrait in oils accompanied by a series of 3D printed lithophanes, which reveal

glimpses into her grandparents’ journey and into subsequent moments of their lives as they lived in

the Narrogin area.

 

A lithophane is a three-dimensional model which appears blank until illuminated from behind, at which

point an engraved or embossed image emerges with an ethereal glow, changing according to the

intensity and quality of the light striking it. The thickness of each area of the lithophane determines

the amount of light that can pass through, the thinnest areas appearing the lightest. Traditional

lithophanes date back to the 1800s and were etched or moulded out of thin porcelain. For this

project, Casey has sourced images from family collections of photographs and from online archives

of migration documents, transposing them into a series of delicate and finely detailed 3D printed

lithophanes. Each image is labelled with a copy of the handwriting from the back of its original

photograph, and its contents only revealed when held to the light.

 

Born in 1928, Aukje migrated across the world at age 23 to start a new life in a foreign country with

Johan and their three children at the time. Casey acknowledges:

 

I’m currently not much older than that myself and can scarcely imagine undertaking a journey of that

magnitude into the unknown. Many of Aukje’s stories and recollections are unrecorded but for what

she has already relayed to us and, as she now suffers from dementia, are perhaps at risk of being

lost to future generations. I chose to paint her portrait with the intention of capturing a moment of

wistful recollection over a cup of tea, exploring the transitory nature of memories and personal

histories.

REMINISCENCE: A JOURNEY 

ACROSS OCEANS

 

RECOLLECTIONS
Photograph: Sally Rogers



Casey Thornton | Reminiscence: A journey across oceans | 2019 | Oil on canvas  | 76cm x 122cm   | Photographer: Sally Rogers:

Casey Thornton | Recollections | 2019 | 3D printed lithophanes, biodegradable thermo plastic  | variable dimensions   | Photographer:

 Sally Rogers:



EVELYN WHITE

 

 

 

Our local museums store, preserve and display so many beautiful and interesting artefacts.  They

are kept because they tell a story about our district, its heritage and our people over time.

 

One display that always brings joy is Mrs Edith King’s collection of some fifty or more brooches from

the early 1900’s to the mid 1950’s.  They range from cameos, hand-painted china, gold, silver, semi-

precious gems, early plastic carvings, souvenirs, commemorative, etc. and the same lady had a

collection of those hand made velvet corsages that were worn to the local dances (on the right

side, so they wouldn’t be crushed by a partner).

 

Evelyn was given her first brooch by her South Australian Gran in 1946 and has since made and

collected them. Now she wonders what might happen to them – will they be kept and remembered?

To keep them safe and tell their story would be a tribute to those who have shared their skills with

Evelyn over her lifetime.

 

A few years ago, a small broken porcelain doll’s head was put aside as there was no provenance for

it – who donated it, or where was it found? The delicate little face haunted Evelyn – she thought it

was a French doll's head because of the eyebrows. After some research, she found that it was

made in Germany after 1840. Half of Evelyn’s heritage is German.  Inspired, she tried to reproduce

the face onto a little porcelain medallion but found she had created a girl, not a child.

 

For Evelyn, the value was not monetary but the beauty, stylised design and delicateness of the

doll's head which reminded her of the skills required to produce such an object and the loss to our

society of these skills and indeed the hand-crafted arts. Evelyn also is concerned with the loss of

the knowledge about the stories and history of not only this doll but of the loss of this history to

many precious objects throughout history.

 

What happens when precious possessions and objects of beauty get discarded? The loss of the

creation of those objects, stories, memories and joy to our community.

 

A Safe Place is made of a grass found in her garden and lined with feathers which fall from visiting

galahs and parrots. The long grass strands are coiled and stitched with clear nylon thread. Using

techniques shared by fibre artist Nalda Searles, the little nest was made to hold these objects and

keep them safe, nurturing and protecting them for future generations enjoyment.

"PUPPE" DOLL

 

A SAFE PLACE

Photograph: Sally Rogers
The past we keep in memory

The present we are keeping for the future.

Old memories, new treasures

Safe keepers of the stories.



Evelyn White | "PUPPE" Doll | 2019 | Handpainted porcelain, velvet, paper mache, found object |

50cm x 50cm | Photographer: Sally Rogers

Evelyn White | A Safe Place | 2019 | Native grass, found galah

and parrot feathers, thread | 15cm x 10cm | Photographer:

Sally Rogers



THE ARCHIVE PROCESS...
The Alternative Archive: Common

Ground would not be present before you

in this catalogue without the work of

Sally Rogers, who took on the enormous

task of documenting this exhibition. 

Sally mastered new equipment,

technology and processes to capture

and record the creating process, the

artists and the Common Ground works -

each in different sizes and mediums,

each creating its own set of challenges

to work around when taking an image.

Photograph: Caro Telfer Photograph: Caro Telfer

Photograph: Caro Telfer
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Georgina Paterson | Swimming Holes at the River | 2019 | Mixed yarns  | 110cm x 110cm | Photographer: Sally Rogers


