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“Here is a liquid country, jostled by commingled 
rhythms that beat in milliseconds, in minutes, in 
months, in millennia all fibrillating within it at any 
one moment.”  
 

— Ross Gibson, Basalt (2017)1 
 

It’s May and Gaypalani Waṉambi has just won the Wynne Prize 
for The Waṉambi tree (2026), a painting on etched steel made from 
the reverse side of several road signs. Depicting the ancestral story 
of Wuyal the honey hunter, who first found a homeland for the 
Marrakulu people, the work shimmers with reflected light, 
providing a window into how Yolngu artists continue to innovate 
artistically whilst also drawing from Country to communicate their 
identity, modes of kinship and ways of belonging with the world. 
 

Meanwhile, as part of the 25th Biennale of Sydney here on 
Gadigal Country, Ngurrara Canvas II (1997) features prominently 
within the Art Gallery of New South Wales' Naala Nura building. 
Emerging from ground and body painting traditions, the 
collaborative painting maps person-place relationships and served 
as powerful testimony in the Ngurrara people's successful Native 
Title claim to Country in the southern Kimberley. Across its dense 
fields of vibrant designs runs a thin white line representing the 
Canning Stock Route, a project commissioned by the Colony of 
Western Australia in the early twentieth century, whose impacts 
continue to reverberate across regions connected to its path, 
including within the Country of Manyjilyarra artist Nola 
Yurnangurnu Campbell, who features in this exhibition. 
 

These recent moments in Australian art testify to the expansion of 
stories and histories now being brought forward by Australia's 
major cultural institutions.2 These are the conditions in which 
Gathered in the Afterlight brings together artists whose practices 
are shaped by their sustained relationships to place. Across 
painting, printmaking and sculpture, this exhibition traces the 
ways artists register and reimagine these relationships and the 
exchanges that sustain them. Gathered in the Afterlight offers its 
audience the chance to be 'jostled by commingled rhythms' in the 
expanse of these works. 
 

Yunpalara 
For Manyjilyarra artist Nola Yurnangurnu Campbell, painting is 
an important way of recalling her early life travelling Country 
between Kiwirrkurra and Kunawarritji, incorporating histories 
shaped by the Canning Stock Route, as well as remembering her 
mother and ancestors who travelled through this place before her, 
carrying the Dreaming forward.3 In her loosened approach, evident 
in her works depicting the remote soak at Yunpalara (Lake Blair), 
formed by Ngirntaka (Perentie) as he travelled through this 
Country, familiar motifs dissolve and re-emerge through 
knowledge of Tjukurrpa (Dreaming). With energetic brushstrokes, 
a path is forged that connects the past with the constantly 
unfolding present. Living histories are mapped, traced and reach 
toward the future. 
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Knuckey Lagoons 
A year ago, I moved to Sydney from Garramilla 

(Darwin), where I established an independent 

gallery on Larrakia Country. There, I had the 

honour of working with many of the artists featured 

in this exhibition. In the lead-up to the opening, 

Karen Mills shares photographs of Darwin over 

email: Milgarri (Knuckey Lagoons) verdant with 

wet season green, and the Jingili Water Gardens, 

where the blue of the ponds extends into sky before 

becoming water once more. 
 

A descendant of the Balanggarra people of 

Oombulgurri and the Forrest River region in the 

East Kimberley, Mills works closely with the 

textures and rhythms of place. Across a series of 

untitled collagraphs featured in this exhibition, 

rocks, foliage and tidal forms are recomposed 

through handmade paper stencils that are arranged 

through processes of accumulation and chance. The 

rock-like formations within Mills’s prints evoke the 

stone flakes and tools of the artist's ancestral 

homelands as Jessyca Hutchens has observed, while 

the layered surfaces hold memory, movement and 

material in suspension.4 In one green collagraph, the 

bright impression of a leaf emerges across fields of 

ink while other forms remain partially obscured 

beneath denser passages of colour. These layered 

impressions draw together the tidal, geological and 

vegetal forms that recur throughout Mills’s artistic 

practice, reflecting a sustained attention to the 

environments that inform her printmaking. 

 
After Saltpetre has been spent 5 

Artists talk to one another. For Sarah Pirrie, her 

conversations with Karen Mills are generative. 

Talking helps her reflect on the nature of the lines 

and boundaries that delineate the shared spaces she 

inhabits. Territory Day, when fireworks celebrations 

marking Northern Territory self-government leave 

debris scattered along Darwin's coastline and caught 

within its mangrove systems, is a particularly 

important source of reflection. 

 

Following this day, Pirrie walks the Darwin shoreline 
collecting paper casings, fragments of plastic and 
other remnants of the annual spectacle. 
These materials, in the form of ghostly impressions, 
make their way across the surface of Pirrie’s work. 
They are thereby transformed into something quieter 
and more regenerative. Almost like an X-ray, an 
inverse of the scattered light cast from explosions 
along the Darwin coastline, Pirrie registers the 
natural environment on Tengucho paper. With 
placement, repetition and touch, she transforms what 
she registers into art. 
 
Harts Range 
In his paintings of Artetyerre (Harts Range), where 
he was born, Alyawarr artist Billy Benn Perrurle’s (c. 
1943–2012) searing, heat-drenched landscapes pulse 
with movement and intensity. Feathered, 
eddying brushwork creates dynamic undulations and 
pigments fold and work into one another so that 
shadowed recesses are offset by luminous flashes of 
colour. In one work featured in this exhibition, 
transparent rays of blue extend from what appears to 
be a moon or sun, while a knot in the salvaged timber 
upon which Perrurle paints is absorbed into the image 
itself. In another work, electric blue inflections 
animate mountainous terrain through repeated, 
calligraphic marks that trace ridgelines and crevices 
in the rock formations. Their repetition produces 
subtle shifts in light that refract across the surface 
like mica, rendering Country active and in flux. 
 

Artetyerre was Perrurle's father's Country, and it's a 
place that resonates tenderly. Small in scale, his 
works carry an energy and presence that defy their 
frame, compressing vast expanses of Country into 
intensely charged pictorial fields that are, in Tristen 
Harwood's words, ‘imbued with a spirit that always 
exceeds the fixed landscape.’6 
 
 
 
 
 
 

Figure 1. Karen Mills, Knuckey Lagoons: Milgarri (Larrakia) on 
the Way Home from Casuarina. Image provided by the artist via 
email correspondence with the author, March 31, 2026. 
 



 
 
  

Yalpirakinu 
For Adrian Jangala Robertson, the early days of Bindi Enterprises, a 
collective for artists working with disability, offered the opportunity 
to have Perrurle as a mentor. Together they painted from a studio in 
Mparntwe (Alice Springs) with what is now Bindi Mwerre Anthurre 
Artists, both drawing on memories of home. 
 

From Mparntwe (Alice Springs), Robertson continues to paint 
Yalpirakinu, his mother Eunice Napangardi's Country. Working 
between portrait and landscape, the long drives with his father as a 
young person, bouncing along dirt roads collecting supplies, also 
inform the composition of his paintings. His paintings, as Aspen 
Beattie notes, are often framed as if cropped by the window of a 
moving truck or viewed through a side mirror.7 Trees are animated 
with shards of light that propel from the canvas, cutting across any 
sense of being fixed in frame or captured in time. Figures are often 
angled outward toward the viewer, sometimes rendered larger than 
the frame itself seems able to contain. Paint is always densely 
applied, lending the portraits a visceral immediacy. 
 
A very long echo 
“How our bodies remember what our society forgot”8   

So begins Annemaree Dalziel's thesis, a very long echo, and her 
practice can be seen as an attempt to answer this provocation. Of 
Scottish Gaelic descent, Dalziel's practice explores relationships 
between people and place. Ross Gibson's description of the 
‘configuration of feelings that are amongst people’ and the 
‘configuration of feelings that are in the environment’ provides one 
way of thinking about such encounters.9 
 

Dalziel's grass works, of which 18° west of north (2022) features in 
this exhibition, offer an interesting case in point. Made from native 
Poa labillardierii grass harvested along the Nattai Valley and 
threaded into board, the work evolved through long walks on 
Gundungurra/Dharawal Country in the Southern Highlands of New 
South Wales. Walking with members of her community, Dalziel 
explores the histories embedded within grasslands that burn and 
regrow across the temperate south-east. 
 
Ancestral beings crossing paths 
“Looking down on country, rugged ranges, dry creek beds, water 
resources abundant, just got to know where to find, only through 
songlines will you…”10 
 

On social media from Tennant Creek, artist Joseph Williams 
Jungarrayi frequently shares what is happening on Warumungu 
Country. Often backgrounded by the music of Yothu Yindi, Iron 
Maiden and Judas Priest, his posts are generous and outward-
looking, encouraging others to learn about the histories and 
responsibilities embedded within Country. 
 

His artistic practice is similarly generous and outward-looking. 
Working across figuration and abstraction, and drawing on his 
Warumungu and Croatian ancestry, Williams repurposes the past, 
remixing it with his own visual language. For example, in Ancestral 
Beings Crossing Paths (2024), he reappropriates aerial photographs 
once used to survey and divide Country in order to insist upon 
cultural knowledge obscured by cartography and the surveyor's 
incursions into Warumungu land. In Pujjali – Corroboree (booj Ali) 
(2024), he draws representations of photographs taken by 
anthropologists Spencer and Gillen of his Warumungu ancestors, 
asserting his sovereignty through this creative act. 
 
 
 

Figure 3. Nola Yurnangurnu Campbell, 
Yunpalara, 2025, acrylic on canvas, 50 x 76 cm 
 

Figure 2. Sarah Pirrie,  
Fluent (detail) 2026, lithography ink on Tengucho 
paper, 153 x 97 cm. 
 



 
 
 

2 Live laugh and love 
Nicholas Currie, of the Mununjali clan of the Yugambeh language group, with connections to Kuku 
Yalanji Country, lived in Darwin between 2001 and 2007. He now lives and works in Naarm 
(Melbourne) on Wurundjeri Country. I first encountered his work at Futures Gallery in Naarm 
(Melbourne). 
 

Humour and kindness run through Currie's explorations of contemporary Indigenous experience.  
In Camp Fire (2026), a fire burns green. To imagine fire green is to imagine otherwise: renewal, 
regrowth and the cyclical care embedded in Country. In 2 Live laugh and love (2026), a cross extends 
from edge to edge, its axes seeming to continue beyond the picture plane. I am reminded of the giant 
metal cross Joseph Williams Jungarrayi affixed to an otherwise empty gallery wall in Coconut Grove 
ahead of My Story With Them (2024).11 Against black ground, colours build on either side of the cross, 
emerging from the corners of the canvas and appearing both in front of and behind its axes. Gestural 
marks seem to scrub across the surface, yet the softly glowing cross remains fixed, as though existing 
in another spatial register altogether. 
 
Before, now, hereafter 
Through portrait and landscape, between figure and ground, the works in this exhibition challenge 
inherited ways of seeing and ordering the world. Cartography, perspective, the picture plane and other 
familiar systems of representation are reworked through artistic practice, opening up different ways of 
relating to place and to one another. From Mparntwe (Alice Springs) and Tennant Creek in the Central 
Desert, Patjarr in the Ngaanyatjarra Lands, Larrakia Country in Darwin, Gundungurra/Dharawal 
Country in Mittagong and Wurundjeri Country in Naarm (Melbourne), each artist carries out a form of 
what Ross Gibson has described as “memory work for the health of culture.” 12 Taken together, these 
works honour the cultural and environmental bonds that sustain life, proposing ways of relating to 
place that open toward reciprocity. As Larrakia Traditional Owner Lorraine Williams describes, caring 
for Country involves “tending, burning, returning, and remembering.” 13 

Stephanie Martin (Curator), 2026 
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