
Julie Dowling
Nyorn Series (10), 2005
acrylic, red ochre and plastic on canvas, 30x30cm each

$22500

Julie Dowling
1. Stations of the Cross series (14), 2005
oil on canvas, 60x40cm each

$60000

Julie Dowling
1.01. is condemned to die, 2005
oil on canvas, 60x40cm

$

This is one of a series of 14 paintings, which are reflections on the last journey of Jesus Christ from his judgment
by the Roman authorities in Jerusalem through to his crucifixion and entombment.  The Catholic Church has 
used the Stations of the Cross since the 18th century.  Within every church building, these images are positioned
so that the ÔfaithfulÕ can journey with the ÔChristÕ from Good Friday up until Easter Sunday and are moral 
symbols for the Christian faith.

I chose to use these Stations of the Cross in the form of re-tableaus (or Òretelling of a striking incidental sceneÓ 
as perfected by Artist Frida Kahlo).  These images are a reflection on my own interpretation of the Catholic 
dogma I grew up with.  Every image in this series is based on an individual Indigenous personÕs life and the 
situations they face as colonized people in this country.  There are questions throughout this series, which focus
on identity, culture, connection to land, degradation of the environment and social issues.

ÔÉis condemned to dieÕ comes from the Station of the Cross-, which depicts three Aboriginal men and other 
Aboriginal people being worked on labor camps also known as Christian missions.  The washing hands 
symbolize the 1905 Act where the Wudjula populace wiped their hands of any responsibility to Aboriginal 
rights.  Aboriginal people were used as cheap or unpaid workers throughout the state.  The church represented in
the painting is Mogumber mission sitting in a field of un-harvested wheat representing fields of gold.

Julie Dowling
1.02. takes up his cross, 2005
oil on canvas, 60x40cm

$

ÔÉcarries his crossÕ comes from the Station of the Cross-, which depicts the clearing of the land by our men and
women.  It was a soul-destroying act to be made to do.  The picture shows a man picking up a fence post on 
either side of him is a family group.  A young woman is Ôstone pickingÕ (clearing the earth of stones) and we see
her age from this hard work.  The man showed is Ôsucker punchingÕ (removing tree stumps by hand) and we see
him age next to an old tree.  From the tree flows a river of blood symbolising destruction of the environment.  
The top of the tree is a squatter on a white horse symbolising Wudjula power during that time.  On the left side is
new wheat growing in a field as we see them today.  In the field we see the shadows of figures under the ground
being the graves of our ancestors who died doing hard labour.



Julie Dowling
1.03. falls the Þrst time, 2005
oil on canvas, 60x40cm

$

ÔÉfalls the first timeÕ comes from the Station of the Cross-, which depicts a young girl split in two.  To the right
she is naked standing on red earth (her country).  A Wudjula father or welfare type figure smoking a cigarette 
pulls her hand away from her motherÕs hand.  Through the land are tracks of emu (Waitch) going up towards the
girlÕs motherÕs hand.  On the left side, the girl is dressed in white convent uniform with her hand on the bible 
which rests on the roof of a church with mission graves in the front.  Above her hand is a group of children 
huddled together at night while in the distance stands a figure in the doorway of the church with a large stick 
about to flog them.  Above the dormitory is a oversized priest with devilÕs horns.  Standing over the girl is the 
figure of a giant Nun.  The Nun covers the girls naked breasts to teach her shame of her body and to turn away 
from nature.

Julie Dowling
1.04. meets his mother, 2005
oil on canvas, 60x40cm

$

‘…meets his mother’ comes from the Station of the Cross-, which shows a young couple with their two children
walking in a crowded city park.  An Aboriginal woman stops the young wife.  The Aboriginal woman is the 
husband’s mother and the young Aboriginal girl is the sister to the woman’s husband.  The husband pulls his 
wife away as if ashamed and angry at this intrusion.  The couple’s children are curious at what is happening but 
are still disturbed by the emotional scene taking place.  The spirit of an ancestor leaps from the body of the 
young son into the sky and it joins the Waagle (Rainbow Serpent spirit).    The Waagle represents what was 
stolen from Noongar people and how external Wudjula society pressures and crushes the potential for such 
knowledge to be passed on so as to maintain family connections.  The wife wants to know but the husband wants
to live like a white man.

Julie Dowling
1.05. Simon helps carry the cross, 2005
oil on canvas, 60x40cm

$

‘…Simon helps carry the cross’ comes from the Station of the Cross-, which depicts a mother carrying empty 
food baskets away from a government rations desk.  The mother holds documents in her hand having been 
rejected by the two Wudjula welfare officers at the desk to the right of the picture.  Her daughter clings to her 
dress as a young man touches her shoulder in support.  The young man looks back in anger at the welfare 
officers.  Behind him are more figures of Aboriginal people waiting for money or clothing.  This picture is about
how our community were wrongly constructed as drains on society and how we helped each other during hard 
times.



Julie Dowling
1.06. wipes his face, 2005
oil on canvas, 60x40cm

$

ÔÉwipes his faceÕ comes from the Station of the Cross-, which depicts a young father stands in front of his wife
and children in a gathering of a large group of Indigenous men and women.  The father holds a black and white 
photograph of his mother (who holds him as a young child). The man is asking members of the crowd to help 
identify where he belongs.  It is about how the stolen generations still must face continued frustration, sorrow 
and pain today in searching for their place in our community.

Julie Dowling
1.07. falls the second time, 2005
oil on canvas, 60x40cm

$

ÔÉfalls the second timeÕ comes from the Station of the Cross-, which depicts four Indigenous women (three in 
foreground and one in background) sitting in an alley way in a city along with their non-Indigenous pimp to 
illustrate what Indigenous women have endured under colonization.  The earth opens before them rather like a 
reflective pool as well as a chasm.  The wooden fence they lean upon has an image of a field of dreamlike native
grasses where a group of spirit women float across towards a setting sun.  The woman in the center peers at the 
viewer.  She has a halo as if painted upon the fencing to show a horizontal line of sky with red desert hills.  In the
foreground, the same hills are morphed into the skyscrapers of the large and cold city.

Julie Dowling
1.08.  meets the women, 2005
oil on canvas, 60x40cm

$

‘…meets the women’ comes from the Station of the Cross-, which shows a fair skinned Indigenous woman 
returning to her mother’s people after being taken away by the government authorities as a child.  On her return 
she discovers that her mother has died symbolized by the old woman lying at her feet.  The news is carried to her
in the form of a large multi-coloured snake, which travels, from the back of an elder woman down the reclining
woman’s body.  The snake’s head eventually rests upon the young woman’s heart.  The snake represents her 
connection to country and her mother’s family who gather together to mourn the young woman’s loss makes the
strength of that connection real.  She is reunited with them in grief.

In the background horizon is a mountain range near Mount Gibson in the Gascoyne area that is sacred to my 
family. Around the young woman’s head is a halo of fire with white facial forms screaming.  These faces emerge
from the blue-grey sky on either side of the young woman’s head and are the faces of ancestor women joining in
this family’s grief.

Julie Dowling
1.09.  falls the third time, 2005
oil on canvas, 60x40cm

$

ÔÉfalls the third timeÕ comes from the Station of the Cross-, which depicts a mother standing naked with her 
children huddled towards her body as if seeking protection and warmth.  The motherÕs legs have transformed 
into a tree truck with roots growing into the ground.  Her face is turned upwards towards the gray sky.  Around 
her are groups of Wudjula people walking away from her into their houses.  This painting shows the 
vulnerability of our women and children isolated in suburbia.  They face racism and abuse.  The woman cries out
for help but receives none because her neighbors say to her and themselves Ôwe do not want to get involvedÕ.



Julie Dowling
1.1. is stripped naked, 2005
oil on canvas, 60x40cm

$

‘…is stripped bare’ comes from the Station of the Cross-, which depicts a man standing wearing black shorts, his
body outlined as if in white chalk in the style of a crime scene investigation where a body is usually found dead.
The story is about the focus given to inner city Aboriginal people by the mass media.  It is about a prejudicial 
news focus and negative coverage/stereotypes within the media about Aboriginal people.  It is a painting that 
harkens back to the Redfern riots in Sydney. There are two unattached hands with microphones thrust into the 
man’s face.  The two chalk outlines are in front of two tenement buildings.  Around his head and at his feet are 
television sets with the outline of a police car looming above him.

Julie Dowling
1.11. is nailed to the cross , 2005
oil on canvas, 60x40cm

$

ÔÉis nailed to the crossÕ comes from the Station of the Cross-, which shows a middle aged Indigenous woman 
laying in a hospital bed with three intravenous drips placed into her arms.  On either side of her bed stand the 
figures of a nurse and a doctor holding an envelope.  On the hospital side table sits an empty pitcher of water and
an empty glass on the edge of a tray out of which the form of a snake emerges.  The snake crawls its body across
the blankets to rest its head over the heart of the woman lying in the bed.  The snake is the symbol of the 
womanÕs creator and connection to country.  A face is depicted in one of the intravenous bags.  In the 
background is a landscape of blue hills.  There are three figures emerging from the horizon, which represent the
womanÕs family members.

In this painting I wanted to show the chronic state of Aboriginal health that comes from endemic poverty and the
effects of dispossession.  The two Wudjula observers are witnesses only and stand as powerless bystanders.

Julie Dowling
1.12. dies on the cross, 2005
oil on canvas, 60x40cm

$

‘…dies on the cross’ comes from the Station of the Cross-, which depicts the denial of Aboriginal lore in the 
Australian legal system.  With the introduction of the ‘Three strikes your in’ mandatory sentencing, the majority
of repeat offenders are disadvantaged, Indigenous people in Australia.  According to the 2002 Australian Bureau
of statistics report, Aboriginal men are 13 times more likely to be incarcerated and Aboriginal women are 20 
times more likely to be put into jail.  These figures are higher than those that prompted the Royal Commission 
into Aboriginal Deaths in Custody.  The picture shows a federal policeman and state police trooper handcuffing 
an Aboriginal man who stands in front of his family.  His family cries out ‘injustice’.  In front of the man is his 
defense lawyer packing her briefcase as the prosecution lawyer shakes hands with his client.



Julie Dowling
1.13. is taken down, 2005
oil on canvas, 60x40cm

$

‘…is taken down from the cross’ comes from the Station of the Cross, which depicts a prison inmate in an 
‘outback’ jail slumped lifeless on the cell floor, a noose still hangs around his neck.  There are two prison 
officers leaving the cell towards screaming faces.  These faces are painted with white ochre for the mourning by
his relatives.  On the bottom of the cell within the cement is the spirit of the dead inmate reaching out to hold his
body up towards the pale outline of his ancestors who reach out to him through the walls of the jail.  The cell 
wall has turned into the landscape outside representing his freedom in death.  Within the landscape is the cell 
bars and a police van.  From the bars hands a noose, which has been cut but not taken down.  Despite the 
findings of the Royal Commission into Aboriginal Deaths in Custody, there are still far to many of our people 
continuing to die while in ‘protective custody’.  The Commission’s findings gave clear directives about the 
causes of such deaths but little continues to be done to address this ongoing tragedy.

Julie Dowling
1.14. laid in his tomb, 2005
oil on canvas, 60x40cm

$

ÔÉis laid in the tombÕ comes from the Station of the Cross-, which depicts a group of mourners standing and 
sitting around the grave of a middle aged man.  The man in the grave is wrapped in his boogka (Kangaroo skin 
cloak).  His family are also wrapped in their Boogka surround the grave.  On the tombstone is the manÕs totem Ð
a Jardi (Goanna).  In the sky is a red broken figure and spirit faces peer out of the swirling sunset.  This painting 
is about the early death and short life expectancy of Indigenous people in Australia particularly our men who die
on average around 46 years old.

Julie Dowling
2. The Savages, 2005
acrylic, red  ochre and plastic on canvas, 120x150 cm

$30000

This painting is from an original family photograph taken by my grandfather in Coorow 1959.  It depicts four children lined up in front of corrugated 
iron shack.  My great-grandmother’s bedroom window is on the right.  The children are (L to R), my mother Veronica (in mask), my aunt Patricia, my
uncle Robert and my aunt Barbara.   My uncle Robert was given a costume kit from a Weetie packet of an American Indian including a mask and 
headband.  The children were posed with my uncle Robert’s toy guns and painted as if about to shoot the photographer.
I wanted this painting to comment on the last time these children had direct connection with their grandmother and her vast knowledge of her land and
its lore.  Instead, the children are exposed to a mythologised popular culture image of Indigenous peoples from America.



Julie Dowling
3. Nostalgia, 2005
acrylic, red  ochre and plastic on canvas, 120x150 cm

$30000

This painting is from a photograph taken by Dr. C P Mountford for his book ÔThe Aborigines and Their 
CountryÕ.  This publication was an early account for non-Indigenous readers about Aboriginal lifestyles living on
the Arnhem and Melville Island homelands during the 1950Õs.  I received the book from my sister, who has over
many years collected antiquated colonial ÔnostalgiaÕ to highlight the paternal gaze of the dominant culture in 
Australia.

The title of this painting uses three conceptual references to the term ÔnostalgiaÕ. The first relates to the 
psychological condition experienced by front line troops throughout Europe during World War One. The term 
ÔnostalgiaÕ was invented by psychologists of the era to describe the strong feelings their patients experienced and
was used to prevent their patients from being killed by firing squad.   The second concept is about the way the 
term gained popular use in modern English usage to describe a longing for an idealized past.

Then finally, I heard the Noongar story about the impact of colonisation upon the practice of gathering native 
yams, which was practiced throughout the south west of Western Australia.  This story is about how colonialism
crushed a food gathering tradition perfected over many generations.  When the first colonialists came to this 
country they coveted the well-tilled soils used by Noongars. They were perfect for growing hops and grape 
vines.  When the colonialists came across large groups of women and children digging for yams, they would 
disperse them with guns, rip all the yam plants out and plant their crops for making grog.  I struggle not to have 
nostalgia for digging yams with my sisters and see the irony that alcohol is now the poison we deal with as a 
community.

Symbols:
Bottom central: three symbols of conjoined waterholes
Centre top: extended across in red glitter, the symbol of water courses
Throughout painting are bush tracks of waitch (emu) running from all the waterholes.

Julie Dowling
4. Veronica, 2005
acrylic, red  ochre and plastic on canvas, 142x91 cm

$25000

This painting is from an original family photograph by an unknown photographer known for street photography outside the central Perth post office in Murray Street 
Perth.  This picture was taken in June 1970 when my mother was 22 years old and my sister and I were babies at home with our grandparents.  It was taken on my 
mother’s first trip to the city after our birth as she was suffering from post-natal depression.  She was an unwed mother from a Catholic family receiving her fair share of
scrutiny by both the church and the government.

I believe this picture shows how much my mother tried to conform to Wudjula (white) society to prevent my sister and I from being taken away from her.  In the 
background, I used colours and designs from the late 60’s to early 1970’s to highlight how times were changing in Australia.  During that time, my mother became 
conscious of the struggle for Aboriginal rights and the responsibilities she had within a fractured community.  In Noongar belief, a new mother is a potent source for 
spiritual power and my use of my own handprints is recognition of that power.



Julie Dowling
5. Self portrait Budjarri, 2005
oil, acrylic and plastic on canvas, 120x100 cm

$25000

This self-portrait is about my own fear of having children and is a statement about being a survivor of a damaged
family.  It is also about what could be inside my body as represented by rocks found near a water pool on my 
grandmotherÕs country to the east of Lake Moore in the Gascoyne region of Western Australia.

The faces depicted in this portrait symbolise the many ancestors and living people in my community who have 
influenced my work over the years.  I feel their presence with me when I sit down to paint.

Julie Dowling
6. Budjarri Waddi, 2005
acrylic and red ochre canvas, 100x120 cm

$22000

Depicts my Great Grandmother, Mary Oliver giving birth to my Great Uncle George Latham at Waddi Forest.  It
shows what she took with her when giving birth: rifle, knife, dog, blanket, and a Coolamon (wooden dish to 
carry the baby back in).  In the background is the smoke of a campfire where her ‘husband’ waited for her.  Great
Grandfather, Frances Latham was a surveyor for Lord Forrest.  Great Uncle George was her sixth child to be 
born in the bush by herself.  Some of her other children were also birth with the help of a traditional midwife 
whose name was ‘Biddy’.  Biddy was her Aunt and was from her mother’s people.

Trees are like ghost but the shadows are blood red.  Places like Waddi Forest were women areas where they 
gathered together in the old days to have their children and to participate in women’s business.  After 
colonisation, these areas were targets for poisoning waterholes and the places where people were rounded up and
herded into missions.  The scene is early morning after Granny laboured during the night.  Granny’s husband 
used her to map the location of water because of her knowledge of the landscape.  She lived a double life, 
knowing cultural knowledge and then faced with compromising and surviving under colonial rule.  She was the 
last woman in our family to have her babies in the old way.

Julie Dowling
7. Budjarri Maroubra, 2005
acrylic red ochre on canvas, 100x120 cm

$22000

This picture depicts my Great Grandmother, Mary Oliver giving birth to my Grandmother, Mary Latham on the east side of Lake 
Moore near Mount Gibson.  This birth took place in a field of everlasting flowers near what was known as Maroubra station in the 
Gascoyne region of Western Australia.  It shows what she took with her when giving birth: rifle, knife, dogs, blanket, and a Coolamon 
(wooden dish to carry the baby back in).  In the background is the smoke from the stationÕs fire where her ÔhusbandÕ waited for her 
return.  Great Grandfather, Frances Latham was a surveyor for Lord Forrest.  ÔNanaÕ or ÔMollieÕ was her ninth child to be born in the 
bush by herself.  Some of her other children were also birthed with the help of a traditional midwife whose name was ÔBiddyÕ.  Biddy 
was her Aunt and was from her motherÕs people.

Lake Moore is a salt lake and is known for its soft shaded pink colours.  ÔGrannyÕ is resting in the shade of a Gascoyne tea tree.  The 
coolamon holds my Grandmother and the dogs sleep nearby to protect them both from snakes and dingos.  My Nana still brags about 
being born in a field of everlasting flowers as if it has some influence upon her living a long life.  In my family, we think this is true 
because she is the only one left out of her brothers and sisters.

Places like Lake Moore were women areas where they gathered together in the old days to have their children and to participate in 
womenÕs business.  We have stories that Lake Moore was where young men and women were paired off together for marriage.  After 
colonisation, these places were used to round up our people to be herded into missions and reserves.  The scene is early afternoon after
Granny laboured during the morning.  GrannyÕs husband used her to map the location of water because of her knowledge of the 
landscape.  She lived a double life, knowing cultural knowledge and then faced with compromising and surviving under colonial rule.
She was the last woman in our family to have her babies in the old way.



Julie Dowling
8. Unknown woman and baby 1, 2005
acrylic, red ochre and plastic on canvas, 91x71 cm

$

This painting shows a mother with her baby daughter sitting on her shoulders in European style clothes.  The 
original photograph was taken in the late 19th Century and was part of the Hume Collection housed at the 
University of Queensland.  The identity of the non-Indigenous photographer is unknown.  Generally such 
photographs were used as postcards and curios, as well as evidence of religious and scientific superiority over 
our women as exotic ÔothersÕ.  This series captures what appears to me, as an Indigenous woman, as an essay on
assimilation into Wudjula society. I wanted this picture to be an essay on the transitions between the lifestyle of 
the mother and that of her baby.  The baby would have grown to have more exposure to western culture as 
symbolised by her red dress.  The mother is silent and thoughtful avoiding the viewer as if wishing to be left to 
be free from the western gaze.

I wanted to paint such women because they are ÔunknownÕ individuals whose spirit lives on only in the drawers 
of museums.  I am claiming these images and re-interpreting or translating them for my family and myself as 
Indigenous people today.   There is reference made to Catholic religious iconography especially to the ÔMadonna
and childÕ symbolism seen in renaissance art.
Reference
http://www.cybrary.uq.edu.au/fryer/hume/web/020.html

Julie Dowling
9. Unknown woman and Baby 2, 2005
acrylic, red ochre and plastic on canvas, 91x71 cm

$15000

This picture shows a woman carrying her baby on her back wrapped in a rough shawl.  The identity of the women/baby, the photographer, the year and location is 
unknown.  It is part of the Rose postcard series and is currently housed by the State Library of Victoria. Generally such photographs were used as postcards and curios, as
well as evidence of religious and scientific superiority over our women as exotic ‘others’.  This series captures what appears to me, as an Indigenous woman, as an essay
on assimilation into Wudjula society.  I thought this image strongly depicted the closeness between mother and baby. By the way, the mother carries her baby; I can tell 
that she must have walked long distances.  Without any information about their identity, I also sense that their spirit is still wandering, unclaimed and lost.  I

I wanted to paint these women because they are ‘unknown’ individuals whose spirit lives on only in the drawers of museums.  I am claiming these images and re-
interpreting or translating them for my family and myself as Indigenous people today.   There is reference made to Catholic religious iconography especially to the 
‘Madonna and child’ symbolism seen in renaissance art.
Reference: http://www.slv.vic.gov.au/pictoria/a/0/5/doc/a05000.shtml



Julie Dowling
10. Unknown woman and Baby 3, 2005
acrylic, red ochre and plastic on canvas, 91x71 cm

$15000

This picture is of an unknown mother carrying her baby wrapped in a shawl on her hip.  The original photograph
was taken by Henry King somewhere in New South Wales in the 1890Õs.  The State Library of Victoria currently
houses the postcard that was printed from the original negative in 1933.  Generally such photographs were used 
as postcards and curios, as well as evidence of religious and scientific superiority over our women as exotic 
ÔothersÕ.  This series captures what appears to me, as an Indigenous woman, as an essay on assimilation into 
Wudjula society. I chose this image because the woman is wearing what appears to be a new army blanket 
around her.  Her baby is fair skinned and presents a statement white male relation with our women.

I wanted to paint these women because they are ÔunknownÕ individuals whose spirit lives on only in the drawers
of museums.  I am claiming these images and re-interpreting or translating them for my family and myself as 
Indigenous people today.   There is reference made to Catholic religious iconography especially to the ÔMadonna
and childÕ symbolism seen in renaissance art.
Reference: http://www.slv.vic.gov.au/pictoria/a/1/5/doc/a15093.shtml

Julie Dowling
11. Unknown woman and Baby 4, 2005
acrylic, red ochre and plastic on canvas, 91x71 cm

$15000

This pictures shows a mother dressed in a floral dress resting her baby on her knees at what appears to be the 
baby’s christening.  The original photograph was taken by William Henry Corkhill in 1905 at the Wallaga Lake
Mission in New South Wales.  Generally such photographs were used as postcards and curios, as well as 
evidence of religious and scientific superiority over our women as exotic ‘others’.  This series captures what 
appears to me, as an Indigenous woman, as an essay on assimilation into Wudjula society.  I found the 
positioning and expression of fear in the mother’s face to be a comment on the influence of missions and 
Christian baptism on our families since colonization.

I wanted to paint these women because they are ‘unknown’ individuals whose spirit lives on only in the drawers
of museums.  I am claiming these images and re-interpreting or translating them for my family and myself as 
Indigenous people today.   There is reference made to Catholic religious iconography especially to the ‘Madonna
and child’ symbolism seen in renaissance art.
Reference: http://nla.gov.au/nla.pic-an2463683



Julie Dowling
12. Unknown mother and child 1, 2005
acrylic, red ochre and plastic on canvas, 60x40 cm

$5000

This painting shows a mother and her child taken in Boulia, North Queensland in 1899 and reproduced into a 
postcard in 1939 by F. Henningham of the Photo Service Club, Sydney. However, the original non-Indigenous 
photographer is unknown.  Generally such photographs were used as postcards and curios, as well as evidence of
religious and scientific superiority over our women as exotic ‘others’.  This series captures what appears to me, 
as an Indigenous woman, as an essay on assimilation into Wudjula society.

I wanted to paint these women because they are ‘unknown’ individuals whose spirit lives on only in the drawers
of museums.  I am claiming these images and re-interpreting or translating them for my family and myself as 
Indigenous people today.   There is reference made to Catholic religious iconography especially to the ‘Madonna
and child’ symbolism seen in renaissance art.

Reference:
http://www.slv.vic.gov.au/pictoria/a/0/9/doc/a09296.shtml

Julie Dowling
13. Unknown mother and child 2, 2005
acrylic, red ochre and plastic on canvas, 60x40 cm

$5000

This picture is of an unknown mother breastfeeding her baby.  The original photograph was taken by the John Lockwood Studio in Geelong, Victoria and was taken 

around 1900. The State Library of Victoria currently houses the original photograph.  Generally such photographs were used as postcards and curios, as well as evidence

of religious and scientific superiority over our women as exotic ÔothersÕ.  This series captures what appears to me, as an Indigenous woman, as an essay on assimilation 

into Wudjula society.  I believe this woman to be strong, still wearing her Boogka (Kangaroo skin cloak) and unfazed by feeding her baby for the camera.

I wanted to paint these women because they are ÔunknownÕ individuals whose spirit lives on only in the drawers of museums.  I am claiming these images and re-

interpreting or translating them for my family and myself as Indigenous people today.   There is reference made to Catholic religious iconography especially to the 

ÔMadonna and childÕ symbolism seen in renaissance art.

Reference: http://www.slv.vic.gov.au/pictoria/a/0/9/doc/a09081.shtml

Julie Dowling
14. Unknown mother and child 3, 2005
acrylic, red ochre and plastic on canvas, 60x40 cm

$5000

This picture is of an unknown mother carrying her baby in a shawl on her back.  The original photograph was taken by B. Goode & Co in Adelaide between 1864 and 
1874.  The handwritten text on the original photographs read “Lubra and Piccaninni – South Australia”. The National Library of Australia currently houses the original 
postcard.  Generally such photographs were used as postcards and curios, as well as evidence of religious and scientific superiority over our women as exotic ‘others’.  
This series captures what appears to me, as an Indigenous woman, as an essay on assimilation into Wudjula society.  I believe this woman to be strong, still carrying her 
baby in the traditional way ready to travel long distances.

I wanted to paint these women because they are ‘unknown’ individuals whose spirit lives on only in the drawers of museums.  I am claiming these images and re-
interpreting or translating them for my family and myself as Indigenous people today.   There is reference made to Catholic religious iconography especially to the 
‘Madonna and child’ symbolism seen in renaissance art.
Reference: http://nla.gov.au/nla.pic-an24652971



Julie Dowling
15. Unknown mother and child 4, 2005
acrylic, red ochre and plastic on canvas, 60x40 cm

$5000

This picture is painted from a photograph taken in the Nerang district of the Gold Coast in Queensland in 1870 
showing an unknown Aboriginal mother sitting against an unhitched sulky with her newborn baby resting on her
lap.  The original photograph included the woman’s husband dressed in western clothing holding a small 
woodcutters axe.  The photograph was taken by unknown missionaries to demonstrate the assimilation of local 
Indigenous people in the Nerang area.  Generally such photographs were used as postcards and curios, as well as
evidence of religious and scientific superiority over our women as exotic ‘others’.  This series captures what 
appears to me, as an Indigenous woman, as an essay on assimilation into Wudjula society.

I wanted to paint these women because they are ‘unknown’ individuals whose spirit lives on only in the drawers
of museums.  I am claiming these images and re-interpreting or translating them for my family and myself as 
Indigenous people today.   There is reference made to Catholic religious iconography especially to the ‘Madonna
and child’ symbolism seen in renaissance art.
Reference: http://catalogue.goldcoast.qld.gov.au/uhtbin/cgisirsi.exe/Wed+Apr+27+14:33:16+2005
+/SIRSI/0/520/LS-LSP-CD039-IMG0024-MR

 

Julie Dowling
16. Nyorn: May, 2005
acrylic, red ochre and plastic on canvas, 30x30cm

$2500

This specific portrait is the first in a series of ten paintings. This specific portrait is of my great-Auntie May who was the oldest of my Great Grandmothers children.  
Auntie May was born in the bush near Paynes Find in the Gascoyne region of Western Australia.  Auntie married a Wudjula man because she wanted to escape strict 
policies against Aboriginal people.  She lived her life mainly as a nearly acceptable white woman and never spoke of her past life as a ‘quarter-caste’ on the east coast of
Australia.

 This series is a celebration of the traditional births of my Grandmother and her siblings.  ‘Nyorn’ is a Noongar expression referring to something that is at one extreme 
endearing and at the other, something to be pitied.  These images are of a stylized fantasy of what my elders must have looked like as little Nunifas (babies) as newborns.
The story of my Great Grandmother, Mary Oliver, birthing her babies in the bush using traditional Aboriginal techniques mostly without the aid of a midwife is 
legendary within my family.  I wanted to visualize these faces as a celebration of the power of motherhood and birthing within my family.

Julie Dowling
17. Nyorn: Richard, 2005
acrylic, red ochre and plastic on canvas, 30x30cm

$2500

ÔNyorn: RichardÕ

This specific portrait is the second in a series of ten paintings.  This painting is of my Great-Uncle Richard, the second of my great grandmotherÕs children.  Uncle 

Richard was born in the bush in a birthing place known to our women as ButcherÕs Rock in the Gascoyne region of Western Australia. Uncle died by drowning when he

was six when he fell into a well trying to retrieve a bucket.

This series is a celebration of the traditional births of my Grandmother and her siblings.  ÔNyornÕ is a Noongar expression referring to something that is at one extreme 

endearing and at the other, something to be pitied.  These images are of a stylized fantasy of what my elders must have looked like as little Nunifas (babies) as newborns.

The story of my Great-Grandmother, Mary Oliver, birthing her babies in the bush using traditional Aboriginal techniques mostly without the aid of a midwife is 

legendary within my family.  I wanted to visualize these faces as a celebration of the power of motherhood and birthing within my family.



Julie Dowling
18. Nyorn: Frank, 2005
acrylic, red ochre and plastic on canvas, 30x30cm

$2500

This specific portrait is the third of a series of ten paintings.  This specific picture is of my Great Uncle Frank, the third of my great grandmotherÕs children.  Uncle Frank

was born in the bush at a birthing place known to our women as ButcherÕs Rock in the Gascoyne region of Western Australia.  Uncle Frank had a large family with his 

Noongar wife named Dorothy Nannup (ÔFat Auntie DotÕ).  Uncle Frank worked with sheep all his life and eventually died from injuries when some rams doubled back 

and knocked him to the ground.  He was a gentle and much loved man.

This series is a celebration of the traditional births of my Grandmother and her siblings.  ÔNyornÕ is a Noongar expression referring to something that is at one extreme 

endearing and at the other, something to be pitied.  These images are of a stylized fantasy of what my elders must have looked life as little Nunifas (babies) as newborns.

The story of my Great Grandmother, Mary Oliver, birthing her babies in the bush using traditional Aboriginal techniques mostly without the aid of a midwife is 

legendary within my family.  I wanted to visualize these faces as a celebration of the power of motherhood and birthing within my family. 

Julie Dowling
19. Nyorn: Violet, 2005
acrylic, red ochre and plastic on canvas, 30x30cm

$2500

This specific portrait is the fourth in a series of ten paintings.  This specific picture is of my Great Auntie Violet or ÔViÕ, the fourth of my Great GrandmotherÕs children.

Auntie Vi was born in the bush at a womenÕs birthing place called ButcherÕs Rock in the Gascoyne region of Western Australia.  When Auntie Vi was a young girl she 

worked for her Wudjula father as a housemaid.  Auntie married a Wudjula trade unionist from the railways and had several children.  Auntie lived to an old age and died 

in York in the mid 1980Õs.

This series is a celebration of the traditional births of my Grandmother and her siblings.  ÔNyornÕ is a Noongar expression referring to something that is at one extreme 

endearing and at the other, something to be pitied.  These images are of a stylized fantasy of what my elders must have looked like as little Nunifas (babies) as newborns.

The story of my Great Grandmother, Mary Oliver, birthing her babies in the bush using traditional Aboriginal techniques mostly without the aid of a midwife is 

legendary within my family.  I wanted to visualize these faces as a celebration of the power of motherhood and birthing within my family.

Julie Dowling
20. Nyorn: Fred, 2005
acrylic, red ochre and plastic on canvas, 30x30cm

$2500

This specific portrait is the fifth in a series of ten paintings. This specific painting is of my Great Uncle Fred, the fifth of my Great GrandmotherÕs children. Uncle Fred 

was born in a womenÕs birthing place called ButcherÕs Rock in the Gascoyne region of Western Australia.  Uncle grew up to work on stations with his brotherÕs Frank 

and Edward.  He married and had children in the Geraldton area.  When he was in his early forties, a passing vehicle killed Uncle Fred when he was fixing his sheep 

truck on the Great Northern Hwy.

This series is a celebration of the traditional births of my Grandmother and her siblings.  ÔNyornÕ is a Noongar expression referring to something that is at one extreme 

endearing and at the other, something to be pitied.  These images are of a stylized fantasy of what my elders must have looked like as little Nunifas (babies) as newborns.

The story of my Great Grandmother, Mary Oliver, birthing her babies in the bush using traditional Aboriginal techniques mostly without the aid of a midwife is 

legendary within my family.  I wanted to visualize these faces as a celebration of the power of motherhood and birthing within my family.



Julie Dowling
21. Nyorn: Edward, 2005
acrylic, red ochre and plastic on canvas, 30x30cm

$2500

This specific portrait is the sixth of a series of 10 portraits.  This specific picture is of my Great Uncle Edward or ÔTedÕ, the sixth of my Great GrandmotherÕs children. 

Uncle was born in the bush at a womenÕs birthing place called ButcherÕs Rock in the Gascoyne region of Western Australia.   Uncle Ted lived his life as a stockman, 

farmhand and prospector.  He married and had two children.  After living to an old age, Uncle Ted died not long after his house burnt down in Coorow.

This series is a celebration of the traditional births of my Grandmother and her siblings.  ÔNyornÕ is a Noongar expression referring to something that is at one extreme 

endearing and at the other, something to be pitied.  These images are of a stylized fantasy of what my elders must have looked like as little Nunifas (babies) as newborns.

The story of my Great Grandmother, Mary Oliver, birthing her babies in the bush using traditional Aboriginal techniques mostly without the aid of a midwife is 

legendary within my family.  I wanted to visualize these faces as a celebration of the power of motherhood and birthing within my family

Julie Dowling
22. Nyorn: George, 2005
acrylic, red ochre and plastic on canvas, 30x30cm

$2500

This specific portrait is the seventh of a series of ten paintings. This specific picture is of my Great Uncle, George Latham, and he is the seventh of my great 
grandmother’s children.  Uncle was born in the bush at a women’s birthing place known as Waddi Forest in the Gascoyne region of Western Australia. Uncle worked all
his life in the Gascoyne region.  He was a horse whisperer, stockman/drover, prospector, boxer, sprinter and storyteller. He never married but had two children. Uncle 
passed away late last year at the ripe old age of 90 years as a well-respected elder.

This series is a celebration of the traditional births of my Grandmother and her siblings.  ‘Nyorn’ is a Noongar expression referring to something that is at one extreme 
endearing and at the other, something to be pitied.  These images are of a stylized fantasy of what my elders must have looked like as little Nunifas (babies) as newborns.
The story of my Great Grandmother, Mary Oliver, birthing her babies in the bush using traditional Aboriginal techniques mostly without the aid of a midwife is 
legendary within my family.  I wanted to visualize these faces as a celebration of the power of motherhood and birthing within my family.

Julie Dowling
23. Nyorn: Arthur, 2005
acrylic, red ochre and plastic on canvas, 30x30cm

$2500

This specific portrait is the eighth of a series of ten paintings. This specific picture is of my Great Uncle Arthur, the eighth of my Great GrandmotherÕs children. Uncle 

Arthur was born in the bush on the west side of Lake Moore not far from Mount Gibson in the Gascoyne region of Western Australia. Our Granny was traveling with her

husband at the time and could not reach a birthing place on time. Uncle began his life in the Gascoyne region but moved to Broome as a young man where be was a pearl

diver.  He died of old age leaving of his children and grandchildren still living in Broome and the Kimberleys.

This series is a celebration of the traditional births of my Grandmother and her siblings.  ÔNyornÕ is a Noongar expression referring to something that is at one extreme 

endearing and at the other, something to be pitied.  These images are of a stylized fantasy of what my elders must have looked like as little Nunifas (babies) as newborns.

The story of my Great Grandmother, Mary Oliver, birthing her babies in the bush using traditional Aboriginal techniques mostly without the aid of a midwife is 

legendary within my family.  I wanted to visualize these faces as a celebration of the power of motherhood and birthing within my family.

Julie Dowling
24. Nyorn: Mary, 2005
acrylic, red ochre and plastic on canvas, 30x30cm

$2500

This specific portrait is the ninth of a series of ten paintings. This specific picture is of my Grandmother, Mary Dowling (nee Latham), and she is the ninth of my Great 

GrandmotherÕs children.  She was born in a field of everlasting flowers in the bush near Maroubra station in the Gascoyne region of Western Australia. ÔNanaÕ was taken

to an orphanage in Perth as a young girl with her younger sister, Dorothy to be trained as domestic servants.  She worked throughout the Perth metro area and in the 

Gascoyne doing laundry, hotel service and housekeeping.  During WW2, Nana worked as a tram conductress where she met and married my Grandfather, Robert 

Dowling (a returned WW2 RAAF sergeant).  In 1960, she and her family settled in a state housing home in Redcliffe.  Nana is the last of her siblings left alive and has 

lived in the same house for 45 years.  She is a much-respected elder and is matriarch to our family in Perth.

This series is a celebration of the traditional births of my Grandmother and her siblings.  ÔNyornÕ is a Noongar expression referring to something that is at one extreme 

endearing and at the other, something to be pitied.  These images are of a stylized fantasy of what my elders must have looked like as little Nunifas (babies) as newborns.

The story of my Great Grandmother, Mary Oliver, birthing her babies in the bush using traditional Aboriginal techniques mostly without the aid of a midwife is 

legendary within my family.  I wanted to visualize these faces as a celebration of the power of motherhood and birthing within my family.



Julie Dowling
25. Nyorn: Dorothy, 2005
acrylic, red ochre and plastic on canvas, 30x30cm

$2500

‘Nyorn: Dorothy’
This specific portrait is the tenth in a series of ten paintings. This specific picture is of my Great Auntie Dorothy or ‘Dot’, the tenth of my Great Grandmother’s children.
Auntie Dot was born in the bush at a women’s birthing place called Butcher’s Rock in the Gascoyne region of Western Australia.  Auntie was put into an orphanage in 
Perth along with my Grandmother as young girls.  Auntie Dot was trained as a domestic servant and became a really good cook.  She married a Wudjula man and moved
to South Australia.  Auntie was still a nomad traveling around Australia every year in a huge Bedford bus visiting all her relatives.  She died six years ago at an old age 
and is missed by us all in the family.

This series is a celebration of the traditional births of my Grandmother and her siblings.  ‘Nyorn’ is a Noongar expression referring to something that is at one extreme 
endearing and at the other, something to be pitied.  These images are of a stylized fantasy of what my elders must have looked like as little Nunifas (babies) as newborns.
The story of my Great Grandmother, Mary Oliver, birthing her babies in the bush using traditional Aboriginal techniques mostly without the aid of a midwife is 
legendary within my family.  I wanted to visualize these faces as a celebration of the power of motherhood and birthing within my family.


