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ABSTRACT 

 

My doctoral research project, “The Language of Space,” aims to prioritise, 

embed and consolidate inherited oral, social and visual sensibilities of Bidjara, 

Garingbal and Ghungalu peoples. Through also prioritising visual languages 

that predate my art practice, I have sought to extend the cultural forms and 

practices of my personal and ancestral lineages. My cultural inheritance is 

grounded in landscape and location, foundations for expression that may be 

brought into a contemporary art gallery context. In doing so, the established 

languages of international art and art histories may be inflected by the 

sensibilities of Bidjara, Garingbal and Ghungalu practitioners 

contemporaneously as well as ancestrally.  

 

Through the uptake and consolidation of these languages, the exhibition 

practice resulting from this research project has facilitated the development of 

shared practices and shared knowledges. I assert that this has furthered the 

visual literacy of contemporary art discourse in that audiences and institutions 

have had the opportunity to interact with and come to know the sensibilities of 

the multiple languages of Bidjara, Garingbal and Ghungalu.   

 

 

 

 

 

 
 
 
 
 
 



ii 
 

 
STATEMENT OF ORIGINALITY 

 
This work has not been previously submitted for a degree in any university. To 

the best of my knowledge and belief, the thesis contains no material 

previously published or written by another person except where due reference 

is made in the thesis itself. 

 

(Signed) 

Dale Harding 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



iii 
 

 

TABLE OF CONTENTS 

	
ABSTRACT .................................................................................................................. i	
STATEMENT OF ORIGINALITY ................................................................................. ii	
LIST OF FIGURES ..................................................................................................... iv	
ACKNOWLEDGEMENTS ........................................................................................... vi	
INTRODUCTION ......................................................................................................... 1	
CHAPTER 1: NHANDHIMUNDU (FOUNDATIONS) ................................................... 4	
CHAPTER 2: YIMBANA NGADYU DHAA (TO LEARN MY LANGUAGE) .................. 7	
CHAPTER 3: GULINDU-BAYI YOONTHALLA-GUNDILA (MY SOVEREIGN 
SENSIBILITIES AND WAYS OF BEING) .................................................................. 16	
CHAPTER 4: GURRGA, YAMA NAMBALI (MY CONTEMPORARY ARTISTIC 
TRADITIONS) ............................................................................................................ 21	
CHAPTER 5: OUTCOMES OF MY RESEARCH ...................................................... 30	
CONCLUSION ........................................................................................................... 50	
APPENDIX 1: EXHIBITIONS AND SELECTED BIBLIOGRAPHY ............................ 51	
APPENDIX 2: DALE HARDING: PERSONAL DOCUMENTATION OF TRACK 
EXCAVATIONS WORKS AT BALOON CAVE, SEPTEMBER 2014, ........................ 54	
APPENDIX 3: PAUL TAÇON, BALOON CAVE VISIT AND ASSESSMENT, 
CARNARVON GORGE, QUEENSLAND. GRIFFITH UNIVERSITY, GOLD COAST, 
QUEENSLAND, 2019. ............................................................................................... 72	
REFERENCE LIST .................................................................................................... 73	

 
  



iv 
 

LIST OF FIGURES 

Figure 1  “Gungabula, Jimmy Lawton, Blair Athol,” dated 9 November 1971, 
scanned document from PARADISEC. 

Figure 2  Gavan Breen, The Phonemes of Bidjara – Gungabula, ca. 2012, 
screenshot. 

Figure 3  Dale Harding, Bidjara body parts vocabulary chart, 2014, wall 
chart. 

Figure 4  Dale Harding, Bidjara bodily organs vocabulary chart, 2015, wall 
chart. 

Figure 5  Dale Harding, Bidjara bigunge yurri language chart, 2014, wall 
chart. 

Figure 6  Dale Harding, Bidjara woora bindana language chart, 2014, wall 
chart. 

Figure 7  Map of Central Queensland Sandstone Belt. Source: Queensland 
Parks and Wildlife Service, 2012. 

Figure 8  Artwork panel at Baloon Cave, Carnarvon Gorge, Queensland, 
2015. Photograph: Dale Harding. 

Figure 9  The Art Gallery, Carnarvon Gorge, Queensland, 2009. 
Photograph: Don Hitchcock. 

Figure 10  Artwork panel at Cathedral Cave, Carnarvon Gorge, Queensland, 
2013. Photograph: Dale Harding. 

Figure 11  Retouched stone implement, Baloon Cave, Carnarvon Gorge, 
Queensland, 2014. Photograph: Dale Harding. 

Figure 12  Retouched stone implement 2, Baloon Cave, Carnarvon Gorge, 
Queensland, 2014. Photograph: Dale Harding. 

Figure 13  Dale Harding, Black days in the Dawson River country, 2014, 
mixed media installation, Linden Centre for Contemporary Arts, St 
Kilda, Melbourne. Photograph: David Marks 

Figure 14  Dale Harding, Black days in the Dawson River country, 2014, 
mixed media installation, Linden Centre for Contemporary Arts, St 
Kilda, Melbourne. Photograph: David Marks. 

Figure 15  Dale Harding, Black days in the Dawson River country, 2014, 
mixed media installation, Linden Centre for Contemporary Arts, St 
Kilda, Melbourne. Photograph: David Marks. 

Figure 16  Dale Harding, Their little black slaves, perished in isolation, 2015, 
mixed media installation, Queensland Art Gallery | Gallery of 
Modern Art (QAGOMA), Brisbane. Photograph: Dale Harding. 

Figure 17  Dale Harding, Their little black slaves, perished in isolation, 2015, 
mixed media installation, QAGOMA, Brisbane. Photograph: Dale 
Harding. 

Figure 18  Cathedral Cave, Carnarvon Gorge, Queensland, 2012. 



v 
 

Photographer: Graham Walsh. 
Figure 19  Bidjara/Garingbal rifle stencil, Carnarvon Gorge, Queensland, 

2013. Photograph: Dale Harding. 
Figure 20  Dale Harding, White Collared mixed media exhibition install, 

2015, Institute of Modern Art (IMA), Brisbane. Photograph: Carl 
Warner. 

Figure 21  Dale Harding, White Collared mixed media exhibition install, 
2015, IMA, Brisbane. Photograph: Carl Warner. 

Figure 22  Dale Harding Wall Composition in Reckitt's Blue 2017, Reckitt’s 
Blue laundry powder, charcoal and Grevillea robusta resin, 
installed at QAGOMA, Brisbane. Photograph: Dale Harding. 

Figure 23  Dale Harding, Wall Composition in Reckitt's Blue, 2017, 
Reckitt’s Blue laundry powder, charcoal and Grevillea robusta 
resin, installed at QAGOMA, Brisbane. Photograph: Dale 
Harding. 

Figure 24  Dale Harding, Tree Portraits, 2019, mixed media installation, 
Museum of Brisbane (MOB). Photograph: Carl Warner. 

Figure 25  Dale Harding, Tree Portraits, 2019, mixed media installation, 
MOB. Photograph: Carl Warner. 

Figure 26  Dale Harding, Tree Portraits, 2019, mixed media installation, 
MOB. Photograph: Carl Warner. 

 

  



vi 
 

ACKNOWLEDGEMENTS  

I would like to sincerely thank my family, my community, my friends, my 

academic guiders, my colleagues and my support people who have journeyed 

with me as this work has grown. 



1 

INTRODUCTION 

My doctoral research project, “The Language of Space,” seeks to prioritise, 

embed and consolidate inherited oral, social and visual sensibilities of Bidjara, 

Garingbal and Ghungalu peoples.1 Here, sensibilities encompass the natural 

cultural formats that I share beyond my art practice with immediate relatives 

and extended community. This project is framed around developing 

constructive philosophies rather than seeking to counterattack and destabilise 

colonising hegemonies. I aim to extend upon, strengthen, and expand my 

research-led art practice from a family-held position of sharing and educating 

as a form of constructive, rather than reductive, resistance. 

This exegesis documents this research project whose origins of and 

outcomes are intrinsically rooted in the countries of my Elders. As First 

Nations people, my Elders belong to the Bidjara, Garingbal and Ghungalu 

nations of Central Queensland.2 I conduct this research as a Bidjara man with 

immediate familial lineages within Garingbal and Ghungalu communities. In 

the lineage of my grandfather Edward Lawton, I am a Bidjara man. My 

grandmother Margaret was a Ghungalu woman who carried her 

grandmother’s Garingbal line. Our ancestral countries lie around and within 

the bounds of the Carnarvon National Park and we continue our unbroken 

connection to this region. 

This exegesis is divided into five chapters that contextualise my practice from 

2014 to 2019 and that point to my future direction. The research brings 

together cultural ways of being with philosophies of practice that I have gained 

from contemporary art. Key concepts discussed in this writing document 

cultural forms that now underpin and guide my work and life. The synthesis of 

cultural ways of being, philosophies of practice, and cultural forms may be 

understood to be forming a cultural map that is guiding new forms of 

sovereign artistic traditions.  

1 I have used the contemporary spelling of these words. ‘Bidyara’ is used in this thesis only 
where it refers to a title of a publication. 
2 Maps of boundaries have not been provided as those publicly available do not support the 
maintenance of inherited knowledges. I have not provided alternatives due to ongoing 
processes of acquiring both information and consent. For this research, I have chosen to 
continue to use descriptors and identifiers of Queensland and Central Queensland to discuss 
the locations pertinent to the research. 
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Chapter 1 describes methodologies that I have developed and established 

and relays how I have moved to reframe the ways that I work. Chapter 2 

discusses the ways that I embed my sovereign languages, sensibilities and 

artistic modes that are part of my constructive methods of resistance against 

colonising hegemonies. Chapter 3 further explains my sovereign sensibilities 

and my sovereign ways of being. Chapter 4 contextualises my contemporary 

artistic traditions and describes the ongoing cultural work that I undertake. 

Chapter 5 discusses some of my exhibition works that are outcomes of this 

research. 

Two final exhibition components of the doctoral research project are the 

recent works Wall Composition in Reckitt’s Blue (2017) at the Queensland Art 

Gallery | Gallery of Modern Art (QAGOMA) and Tree Portraits (2019) at the 

Museum of Brisbane. These both represent turning points in my career and 

my research.  

Wall Composition in Reckitt’s Blue was my first large-scale wall carving, and 

the first to be exhibited in a shared space. This required me to think about a 

reduced aesthetic that would be open to conversation with other works and 

the curator’s overall intentions for the rehang of the QAGOMA Australian Art 

Collection.  

Tree Portraits gave me the opportunity me to enact cultural practice that is 

culturally safe.3 The trees are not from my country, but they are trees I have 

visited with children from my family. We acknowledge and recognise them 

3 For cultural safety to occur, there needs to be an environment or situation where there is
physical, spiritual, emotional and social safety for people. A circumstance of cultural safety 
also includes there being no assault, denial or challenge of who one is or what one needs. 
Cultural safety also takes regard of cultural protocols and practices. 



3 

compassionately as unnoticed entities in the urban environment. This work 

draws into the gallery this familial practice of remembering and revisiting the 

trees: we learn their stories through interacting with them and we become 

aware of the resources that they make available. It introduces playful aspects 

of sharing and educating others about cultural knowledge, and consolidates 

the informal teaching I have carried out. It also brings together the aesthetic 

forms that I have employed several times throughout my practice—namely, 

the vitrine, wall carving, and monochromes.    
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CHAPTER 1: NHANDHIMUNDU (FOUNDATIONS) 

At the outset of this doctoral candidature, my exhibition practice revolved 

around addressing the lived experiences of my family Elders who were forced 

to live under Queensland government control. While this work has been 

foundational to my practice, my scope has extended to include my 

involvement with a greater range of responsibilities that I have within 

community processes among the diaspora of my people in Central 

Queensland. This has both enriched and become a focus of my full-time 

visual arts practice. Initially, I also sought to decolonise my practice.4  

The deliberate methodologies that I have developed and used throughout the 

course of this research project are as follows:  

• The conscious ‘activation of space’ as a key device in installation

artworks and install techniques. By this I mean I transform white-walled

galleries into inhabitable landscapes for the doing and being of cultural

selves who have been dispossessed.

• The use of the ‘imagined artefact’ as a conceptual device for history

telling and redress. That is, artworks have been created as new

artefacts that embody political realities and the lived experiences of my

family Elders and other Aboriginal women.

• The engagement of ‘poetic sensibilities’, which inform my modes of

depiction and content communication, allowing me to present work that

is effective across contemporary art and academic discourse and

Indigenous dialogues.

• The telling of oral histories through contemporary art, including

documenting specific historical details, in order to elicit ‘an emotional

response’ from viewers and to trigger reactions.

4 I describe colonisation as a process of establishing control over people and lands.
Controlling colonisation of Australian Indigenous people and our lands began in 1788 with the 
British invasion of the land on which I write. This process of colonisation is one that is ongoing 
and will continue  unless conscious efforts are made to disrupt and to destabilise it. I have 
sought to decolonise myself and my art practice by taking space and by voicing and 
representing myself and my people.  
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• The method of sharing my practice in ways that aim to be culturally 

sensitive, inclusive and appropriate. In this, I extend on my experiences 

as an artist assistant to senior artists. 

 

• The embedding of knowledge developed in artistic research and 

cultural practice as a living archive among its inheritors. 

As mentioned above, the ‘activation of space’ is a conscious device in my 

studio and install methodologies. Artworks initially conceived as ‘imagined 

artefacts’ and installed as static objects in exhibition spaces become 

enlivened by the connotations of low light, negative space, and isolation. 

These features of activating space have been identified as affective 

dimensions as well as formal devices. 

After I exhibited work in The National at the Art Gallery of New South Wales in 

2017, the intent underpinning my making shifted from exposing and illustrating 

denials, difficulties and traumas imposed on my family in the past to speaking 

of and to current lived experiences of my family and myself. I now include and 

establish proposals for future ways of being and future ways of working to 

represent the continuum of our cultural philosophical selves. The ‘imagined 

artefact’ has now shifted to be proposed artefacts. That is, the artefact now 

holds future orientation and acts as an object of cultural translation. The 

studio research has allowed me to consolidate ways of seeing cultural 

expression and this has opened up spaces for proposing new artefacts that 

bring the past into contemporary relevance.  

Another shift that has occurred since The National exhibition is that whereas I 

had previously been mainly working as the singular “artist,” a significant 

impetus in making work now is that I not only consult with family with respect 

to protocols, appropriate agreements and permissions but I also often make 

and install works in collaboration with many other family members. To date, I 

have completed installations with my mother, uncles, and cousins.  

 

Through my collaboration with others, my practice facilitates other voices, 
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allowing my family members to advance their artistic journeys. After I made 

collaborative works in Brisbane and Melbourne with my cousin Jordan Upkett, 

his sister, my cousin, Hayley Matthew asked me: “How can I tell my story?” 

Similarly, Hayley is also now stepping forward and seeking ways to tell her 

contemporary story.  

Despite my new focus, published accounts of some oral histories of my family 

Elders and other Aboriginal former inmates of Woorabinda Aboriginal Mission 

in Central Queensland were, and continue to be, foundational texts in this 

doctoral research.5 These texts provide historical context and inform and have 

assisted me to understand the social and political import of research that 

seeks, on one level, to redress the hostile denial of Aboriginal perspectives in 

‘accepted’ versions of Queensland and Australian histories. These documents 

are significant in that they provide an anchor point in archival research that 

supports oral evidence offered by former residents of the settlements. 

I refer to Sue Maytom’s manuscript that is compiled directly from oral 

testimonies of life under government control at Woorabinda Aboriginal 

Settlement. It illuminates the Gungalu and Garingbal cultures and languages 

that survived with my Grandfather Mr Tim Kemp.6 Such direct documentation 

is carried forward into discussions and assessments of lived experiences in 

relation to contemporary experiences and our contemporary art making. 

  

                                                
5 Therese Forde, “Confinement and Control: A History of Woorbinda Aboriginal Community 
1927-1990” BA (Hons) Thesis, University of Queensland, 1990; Scott L’Oste-Brown and Luke 
Godwin, Living Under the Act: Taroom Aboriginal Reserve 1911-1927 (Rockhampton: 
Queensland Department of Environment and Heritage, 1995). 
6 Sue Maytom, The Oral History of Mr Tim Kemp: Gungaloo Man (self-pub., Mackay, 2001). 
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CHAPTER 2: YIMBANA NGADYU DHAA (TO LEARN MY LANGUAGE) 

In this research project that is concerned with the uptake and consolidation of 

my inherited oral, social and visual languages, I prioritise the embedding of 

Bidjara, Ghungalu and Garingbal sensibilities into both Indigenous and non-

Indigenous cultures. The consolidation of the concepts and mechanics, the 

sensibilities, and the ways of being of my inherited languages is intended as a 

constructive methodology of resistance.7 

Colonising hegemonies require resistance and redress. A contribution of this 

research project to fields of contemporary art and First Nations resistance is 

the development, strengthening and expansion of bodies of knowledges 

concerning Bidjara, Garingbal and Ghungalu sovereign languages, 

sensibilities and artistic modes. An outcome of the increased use of my 

languages and exposure to my sovereign (non-western) artistic modes and 

discourse sees contemporary art audiences becoming better informed and 

educated to understand and engage with Murri content and methodologies.8 

This is occurring within Australia and in other countries due to my Australia-

wide and international practice.9 

By identifying myself as a Bidjara Murri (man), I identify as belonging to, and 

within, sovereign paradigms of genealogy, language, culture, lore and 

country. The paradigm of language inheritance by which I have been raised 

sees that custodianship of our Aboriginal languages and country follows 

patrilineal lineages. Our matrilineal inheritances are another significant, and 

altogether discreet paradigm in addition to those concerning language and 

country. 

I personally inherit Bidjara language from my matrilineal grandfather. This 

paradigm continues where my mother is Bidjara and my father is non-

                                                
7 Karen Martin and Booran Mirraboopa, “Ways of Knowing, Being & Doing: A Theoretical 
Framework & Methods for Indigenous and Indigenist Research,” Journal of Australian Studies 
27, no. 76 (2003): 203–14. Martin and Mirraboopa describe ways of knowing, being and doing 
that contribute to the ongoing reform of Indigenous research and the reclamation of 
Indigenous cultural spaces.  
8 The term ‘Murri’ refers to Indigenous people of what is now called Queensland and north-
west New South Wales.  
9 See the list of exhibitions in Appendix 1 that places my work within international dialogues 
and contexts. 
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Aboriginal. As is a common contemporary protocol in Murri culture, I also 

acknowledge the Ghungalu and Garingbal language groups of which my 

matrilineal grandmother and her Elders are traditional custodians. 

My patrilineal great-grandfather Jim Lawton, his brothers Les, Bill and Fred 

Lawton, and many of his contemporaries were speakers and custodians of 

their sovereign languages. Jim Lawton and his brothers were all informants in 

the language conservation studies of the linguist, and then Monash University 

researcher, Gavan Breen. The orally inherited Bidjara language spoken by the 

Lawton brothers, and the inseparable language of the neighbouring 

Gungabula people, were documented by Breen in his salvage studies in 

Central Queensland between 1967 and 1979.10 Breen made extensive audio 

recordings and accompanying field notes, much of which was the subject of 

his publications Bidyara and Gungabula: Grammar and Vocabulary, and the 

later Supplement to Bidyara and Gungabula: Grammar and Vocabulary.11  

My study of Bidjara and Gungabula languages has included meeting with and 

holding long discussions with extended members of my family and hours of 

listening to oral recordings of ancestral family. It has led me to work towards 

learning and drawing out the multiple meanings of language, understanding 

individual words and phrases, comprehending and consolidating lived 

philosophical concepts held within the languages, and repairing and mending 

knowledge gaps.12 Living with, carrying and transporting languages is 

consolidating and growing our Indigenous world views and ways of being.  

As a linguist, Breen has sought to make his research materials available to 

Aboriginal community members and to other linguists interested in language 

reclamation and revitalisation activities and further linguistic research in 

                                                
10 My great-grandfather Jimmy Lawton was a Bidjara man with a Bidjara father and mother, 
as were his brothers. However, Breen incorrectly attributed Gungabula language group to him 
in his research and publications, as Gungubula language is virtually identical to the Bidjara 
language he spoke. 
11 I mention these specifically because they have become like artworks that we read regularly. 
J. G. Breen, Bidyara and Gungabula: Grammar and Vocabulary (Melbourne: Monash 
University, 1973); Gavan Breen, Supplement to Bidyara and Gungabula: Grammar and 
Vocabulary (Melbourne: Monash University, 1973). 
12 ‘Knowledges’ is used where pluralities of knowledge paradigms and sources exist. 
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Australia.13 Breen’s extensive databases of his research in Aboriginal 

languages, including his field recordings and accompanying notes, have been 

digitised, deposited, and made openly accessible in the Australian Institute of 

Aboriginal and Torres Strait Studies (AIATSIS) and the Pacific and Regional 

Archive for Digital Sources in Endangered Cultures (PARADISEC).14 Both of 

these digital archives have yielded substantial quantities of high value data on 

Bidjara, Garingbal, and Ghungalu, and Gungabula languages for my research 

project. The corresponding Austlang codes for these languages are as 

follows: Bidjara (E37); Garingbal (G38); Ghungalu (E40); and Gungabula 

(E35).15 

The AIATSIS archive in Canberra has provided me with access to digital 

copies of field recordings containing vocabulary, grammar and sentence 

elicitation, performances of songs, and conversations with a range of 

informants including my great-grandfather Jim, his brothers, and related 

Elders. I also have access to further language resources from AIATSIS, 

including additional recordings to those already collected, and a copy of the 

Supplement to Bidyara and Gungabula: Grammar and Vocabulary. These 

resources are supported and extended by digitised copies of Breen’s field 

notes made during his primary research that have been sourced from the 

PARADISEC online archive.  

Through my research, I have been able to access approximately one hundred 

relevant pages of field notes (see, for example, Figure 1) to accompany 

approximately 240 hours of audio recordings from AIATSIS. I listen to these 

valuable resources often and for long periods of time. Also of importance to 

my ongoing research is the video documentary Buckskin, which demonstrates 

the contemporary language-retrieval research being conducted in Adelaide by 

                                                
13 Resource Network for Linguistic Diversity, “Breen and Donaldson Project,” 2014, accessed 
8 October 2015, http://www.rnld.org/BreenDonaldson. 
14 AIATSIS, “Mura Collections Catalogue: Breen, Gavan,” last accessed 20 October 2015, 
https://iats.ent.sirsidynix.net.au/client/en_AU/external/search/results?qu=breen%2C+gavan&t
e=ILS; PARADISEC, “Gavan Breen Collections,” last modified 25 May 2014, 
http://catalog.paradisec.org.au/collections/search?collector_id=2467&search=breen&utf8=%E
2%9C%93. 
15 AUSTLANG, “Australian Indigenous Languages Database,” last accessed 20 October 
2015, https://collection.aiatsis.gov.au/austlang/search. 



10 
 

Kaurna man Jack Buckskin.16 The associated Kaurna Warra Pintyanti 

YouTube channel provides exemplars of contemporary approaches to 

Aboriginal language-revitalisation activities.17  

 

Initially, the methodologies concerned with learning and consolidating my 

sovereign languages involved understanding the terminology of linguistics in 

order to apply the mechanics of Breen’s studies of Bidjara and Gungabula to 

my language learning. Unpacking and understanding the definitions and 

functions of linguistic terminologies was crucial to the processes of learning 

the phonology of Bidjara and Gungabula and in working towards pronouncing 

the phonemes of the languages. Breen’s description of the phoneme system 

and his corresponding orthographic system for spelling are illustrated in 

Figure 2.  

Once I had achieved an adequate understanding of these systems, it was 

then possible for me to begin to read, understand, speak, and memorise the 

vocabulary of Bidjara and Gungabula. This process was aided by a series of 

simple pictorial vocabulary charts that I developed out of the existing data. 

Examples are charts on body parts (Figure 3), bodily organs (Figure 4), and 

simple conversational sentences (Figures 5 & 6). These charts have been 

instrumental in the distribution and teaching of my sovereign languages in my 

own research and with family throughout Queensland. 

Progress in my uptake and consolidation of my great-grandfather’s language 

has allowed me to test the documented schemes of Breen’s research. I do 

this by “unpacking” and parsing commonly spoken language through using 

the semantic phonotactics of compound words, and then identifying the active 

inherent sensibilities of that compound word in comparison to its 

contemporary translation.18 An example of this process is demonstrated with 

a commonly spoken word in my family and community: 
                                                
16 Buckskin. Australia: Chili Films, 2013. DVD. 
17 Kaurna Language Learning Centre (Kaurna Warra Pintyanthi), YouTube channel, last 
updated 27 June 2019, http://www.youtube.com/channel/UChOOYOnJuEeydJK0QjN_Fpw. 
18 “Phonotactics,” Wikipedia, last updated 29 March 2019, 
https://en.wikipedia.org/wki/Phonotactics. 
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 Yoonthalla (contemporary phonetic spelling)  

 Yundhala (spelling by Breen’s phonotactics)  

 Yun – dha – la (unpacked to illustrate Breen’s phonotactic system)  

 Singular pronoun prefix – locative suffix – past tense suffix  

 “as one in the one place” (contemporary translation) 

 

Testing the existing language data in this way has strengthened my family’s 

inherited language knowledges, with the supporting resources gathered in my 

research. A range of resources detailing and illustrating cultural practices and 

ecological and environmental information on my grandparents’ territories has 

furthered my knowledge of Bidjara, Garingbal and Ghungalu ways of being. I 

bring these together as I work towards yimbana ngadyu dhaa—to learn my 

language. 
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Figure 1 “Gungabula, Jimmy Lawton, Blair Athol,” dated 9 November 1971, scanned 

document from PARADISEC. 
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Figure 2 Breen, J. G. Bidyara and Gungabula: Grammar and Vocabulary. Melbourne: 

Monash University, 1973. 

  

 
Figure 3 Dale Harding, Bidjara body parts vocabulary chart, 2014, wall chart. 
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Figure 4 Dale Harding, Bidjara bodily organs vocabulary chart, 2015, wall chart.19 

 

 

 

                                                
19 Please note, the word “Instine” on this chart should be spelled “Intestine”, and will be 
corrected in future printings of this chart. 
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Figure 5 Dale Harding, Bidjara bigunge yurri language chart, 2014, wall chart. 

 
Figure 6 Dale Harding, Bidjara woora bindana language chart, 2014, wall chart. 
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CHAPTER 3: GULINDU-BAYI YOONTHALLA-GUNDILA (MY SOVEREIGN 
SENSIBILITIES AND WAYS OF BEING) 

In addition to the systematic study of my languages, my research has involved 

the ongoing learning and revising of a range of printed material detailing and 

illustrating key information concerning my grandparents’ cultures and 

countries. Physical copies of these important texts are regularly used as 

exemplars in family education sessions and each text in this grouping has 

travelled extensively with me on regular research trips and family visits 

throughout Queensland during this candidacy. These materials are all publicly 

available texts, and they cover topics loosely grouped as follows: identification 

and uses of Central Queensland botany; nature photography; rock art of the 

Central Queensland Sandstone Belt (CQSB); Bidjara dreamtime stories; and 

Murri cultural practices. I emphasise again the practice of constantly cross-

referencing held knowledges with written and recorded texts.20   

The precise identification and selection of native plants and trees for the use 

of their fibres and timbers extends my choice and understanding of materials 

for manipulation in my studio research. The nature photography illustrated in 

Chris Bell’s The Noblest Stone: Carnarvon National Park has provided my 

research with visual cues of light qualities, colour palette, prominent textures, 

and forms of the landscape in and around Carnarvon National Park.21 

Similarly useful are rock art researcher Grahame L. Walsh’s Carnarvon and 

Beyond and The Roof of Queensland, which illustrate and culturally interpret 

the geographical features of some of Bidjara and Garingbal countries.22 

Walsh drew on knowledge acquired from Bidjara and Garingbal informants. 

As with the oral recordings previously mentioned, my great-grandfather Jim 

Lawton and his brothers Les and Fred Lawton were informants for Walsh’s 

research. Through his documentation, Walsh made efforts towards 

                                                
20 Two key texts detailing the identification and human uses of Central Queensland plants and 
trees are Eric Anderson, Plants of Central Queensland: Their Identification and Uses 
(Brisbane, Qld.: Department of Primary Industries, 1993) and Rhonda Melzer, Rhonda, Plants 
of Capriconia (Rockhampton, Qld.: Capricorn Conservation Council, 2007). 
21 Chris Bell, The Noblest Stone: Carnarvon National Park (Terrey Hills, NSW: Australian 
Geographic Pty Ltd, 1995). 
22 Grahame L. Walsh, Carnarvon and Beyond (Carnarvon Gorge, Qld.: Takaraka Nowan Kas 
Publications, 1999). 
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interpreting the cultural landscape and some rock art galleries of the CQSB. 

Whereas Walsh was didactic in his interpretations of Bidjara and Garingbal 

rock art, I take them on as suggestions only in my research process. This is 

because Walsh’s systematic research methodology was based in his western 

worldview and his work underlines the need for further clarifications through 

consultative dialogue and supplementary research.23  

Aware of Walsh’s potential projections and interpretations, I have cross-

referenced the information he offered against family and community-held 

positions and perspectives.24 Nevertheless, his two texts are valuable 

resources for their documentation depicting some fine examples of my 

sovereign artistic traditions. These include examples of positive and negative 

ochre stencil artworks, positive drawn and painted imagery, and petroglyphs 

on the sandstone walls, overhangs, and caves that constitute rock art 

galleries in the Carnarvon Range. 

While there is somewhat limited printed documentation providing western-

accepted evidence of our cultural stories and practices, two illustrated texts 

The Goori Goori Bird: From a Legend of the Bidjara People of the Upper 

Warrego and Didane the Koala tell Bidjara dreamtime stories in printed 

form.25 Both texts reinforce oral histories maintained in my family and 

throughout our communities. 

Similarly, some methodologies of Aboriginal cultural practices from Central 

Queensland are found in the publication The Aboriginal Art of String Making.26 

This book has offered my research relevant examples of material 

identification, material selection, preparation and manipulation in the 

manufacture of tools.  

                                                
23 Walsh was awarded a PhD by Griffith University in 2006. Sections of his work are still 
embargoed because of cultural sensitivities. 
24 Further comment is made on Walsh’s work in Chapter 4. 
25 Grahame L. Walsh and John Morrison, The Goori Goori Bird: From a Legend of the Bidjara 
People of the Upper Warego (St Lucia, Qld.: University of Queensland Press, 1984); 
Grahame Walsh and John Morrison, Didane the Koala (St Lucia, Qld.: University of 
Queensland Press, 1985). 
26 The Aboriginal Art of String Making. Fortitude Valley, Qld: Aboriginal Events Management, 
1997. DVD. 
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These publications exemplify as well as confirm the intersections of art, craft 

and material culture that are evident in my culturally continuous work. They 

support and contribute to my interrogations of contemporary ‘revival’ practices 

as methodologies and aesthetic trends in Aboriginal contemporary art.27 

Cross-referencing such printed publications with lived experiential knowledges 

contributes to and reinforces my research aims of continuing, developing, 

expanding, strengthening and consolidating my research-led art practice 

through my emerging modes of constructive resistance.  

Bidjara woman Kate Harding’s vital practice that continues the legacy of 

pityuri bag production and use in Central Queensland is a direct result of the 

uptake of both constructive practices as methodologies and contemporary 

Aboriginal aesthetic art trends as constructive resistance. As a result of 

research that we undertook together, beginning in 2014 at the South 

Australian Museum, Kate Harding presented her offering of a series of new 

forms based in pityuri bag lineages. These bags were included in my 2018 

exhibition The Drive Home at Milani Gallery, Brisbane, and subsequently have 

been acquired and placed in a prominent Sydney corporate collection. This 

illustration of the intersection of oral accounts being supported by research 

and making is another example that my family continually refuses to have 

their memories and knowledges ‘turned to dust’.  

I consider my research to include all aspects of visits to country, oral 

discourses, cultural practices and studio practice as well as formal academic 

research. It is notable that my research-led art practice is continuous with my 

unpaid and undocumented life’s work that I have chosen. This is the 

continuum of my social and cultural self in the context of an active, engaged 

and larger Murri community. As a natural format that precedes my academic 

research, my being a conscious contributor to a body of knowledge is a 

Bidjara way of being and as such my artworks may stand as documents of my 

research.     

                                                
27 I speculate that there is a relationship between discussions of First Nations’ sovereignty 
and the current aesthetic trends in contemporary ‘revival practices’ in Aboriginal 
contemporary art. I recognise a generalised, non-specific ‘revival’ aesthetic as a ‘pan-
Aboriginal’ aesthetic that does not serve the specificity sought in First Nations’ sovereignty 
movements. 
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Over years of observing, I have identified with the value of research-led art 

practices. For me, Judy Watson is an excellent exemplar of at research-led art 

practitioner. She has led both an academic and practice-led life that is 

grounded in community as an extension of her own ways of being. Rigour and 

integrity are central to Watson’s work. Her investigations and outlook are 

framed with an outward-looking focus and gaze that routinely consider the 

interface of her work across professional and community relationships. An 

example of her consolidated processes is the published video documentation 

along with her physical work titled Tow row, 2016.28 This work was produced 

as a Queensland Indigenous Artist Public Art Commission through the 

Queensland Art Gallery | Gallery of Modern Art (QAGOMA). 

In a similar manner to Watson’s research-led focus, I relate to Jonathan Jones 

who quietly undertakes extensive consultative and inclusive research that 

frames his professional practice.29 This has manifested in the example of his 

ongoing collaborative work undertaken with Tom Nicholson and Aunty Joy 

Wandin Murphy, Future Memorials, that commenced in 2019 with a 

commission by TarraWarra Museum of Art, Healesville, Victoria.  

In my research-led practice, I also align with artist, writer and curator Julie 

Gough. In 2016 and 2018, I exhibited alongside Gough at both Campbelltown, 

New South Wales, and at TarraWarra Museum of Art, Victoria.30 Gough 

presents artworks that document her research. Her 2018 work Ode presents 

her research findings about a shoe, an artefact found in a former Aboriginal 

hunting ground. This artefact sits alongside a video with audio sound. This 

work brings both researched history and speculation together as an act, which 

has been described by Diego Ramirez as “postcolonial remembrance”.31 

Academia has taught me to be rigorous in my search for material and to 

always seek out the objective, careful and compassionate argument. By 

continuing to interact with, revise, and share the information provided by 

                                                
 
29 Jonathan Jones is a Sydney-based Kamilaroi/Wiradjuri artist. 
30 Julie Gough is a Tasmanian-based artist whose maternal heritage is of the Trawlwoolway 
people of Tebrikunna (Tasmania) and her paternal heritage is Scottish/Irish. 
31 Diego Ramirez, “TarraWarra Biennial 2018: From Will to Form” (Review), Runway, 25 
September 2018, http://conversations.runway.org.au/conversations/will-sound-image/. 
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research, dialogue and texts, the consolidation of my sovereign sensibilities 

and ways of being continues in conjunction with the uptake of my inherited 

oral, social and visual languages.  

The individual and cumulative contributions of written and published texts to 

colonising hegemonies are recognised and considered in relation to Murri 

pedagogical paradigms. These paradigms recognise Eldership, including who 

speaks, who interrupts, and who disciplines inappropriate actions. Murri ways 

of being are often cultural, thorough, deliberate, consultative and 

indeterminate. Ours is a way of being where deep, mindful listening is 

required and where there is resistance to an individual being positioned 

inappropriately. An outcome of this is that I resist being viewed, seen as, 

positioned as, or promoted as “expert”.  
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CHAPTER 4: GURRGA; YAMA; NAMBALI (MY CONTEMPORARY 
ARTISTIC TRADITIONS) 

In Bidjara and Gungabula languages, ‘gurrga’ is to paint, ‘yama’ is to make, 

and ‘nambali’ is to rub in relation to paint.32 Throughout the region known as 

the Central Queensland Sandstone Belt (CQSB) (Figure 7), there are 

countless art galleries of fine Aboriginal art forms.33 Many of the rock art 

galleries of the CQSB are located within the Carnarvon National Park, and a 

number of significant art sites stand protected within the Carnarvon Gorge 

section of Carnarvon National Park. There is also evidence of stone tool 

making (that I will describe) in the Gorge. Studying both of these forms of 

production in situ and in consultation with other custodians demonstrates the 

importance of conducting research in manners outside of and beyond western 

hegemonies, structures, and bureaucracies.  

The traditional custodians of Carnarvon Gorge are both the Garingbal peoples 

(of the country to the East and moving West into the interior of the Gorge) and 

the Bidjara peoples (of the country on the West end and high platforms of the 

Gorge). The Gorge itself is understood to be a shared place of immense 

cultural and environmental significance to the Garingbal, Bidjara, Jiman, and 

Kairi peoples. My maternal grandmother and her Elders are recognised as 

traditional custodians of the country and of the stories of Carnarvon Gorge 

and the connecting country of the Garingbal people. My maternal grandfather 

and his Elders are recognised as traditional custodians of the Mount Moffatt 

and Chesterton sections of Carnarvon National Park and surrounding Bidjara 

countries. 

Through the maintenance of longstanding relationships between my family 

Elders and the bureaucracies of National Parks Services, many of my family 

members have worked on country as National Parks Rangers over the past 

three decades. This upholds the continuation of the stories and our cultural 

knowledge of Carnarvon Gorge and Mount Moffatt through much cross-

generational learning and teaching of oral histories.  

                                                
32 Nambali is the reflexive form of the word namba “to rub”. 
33 Department of Environment and Science, “Carnarvon Gorge National Park,” last updated 
26 April 2019, https://parks.des.qld.gov.au/parks/carnarvon-gorge/culture.html. 
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Inextricably linked with my ongoing research and learning is my involvement 

in my family’s cultural learnings and teachings, which has made me prioritise 

taking up inherited responsibilities in holding, guiding, and maintaining our 

cultural stories and inheritance. Since 2014, I have made over twenty trips to 

Carnarvon Gorge for the purposes of fulfilling my roles and responsibilities. 

Each of these trips has been taken with the joint purpose of studying and 

discoursing around the rock art and material culture present on that country. 

During this time, I have conducted oral presentations for groups of visiting 

school students at cultural sites. In August and September 2014, at the 

request of my family, I conducted the first journey of groups other than family 

to the art sites Baloon Cave (Figure 7), The Art Gallery (Figure 8), and 

Cathedral Cave (Figure 9) at Carnarvon Gorge. 

My understandings of the art traditions of my Old People enables me to speak 

proficiently on aspects of methodologies and interpretation of artistic 

traditions. Key aspects and considerations of these traditions include the 

following: 

• Geographical aspects 

• Properties of the substrate for making art; that is, the properties of the 

surface taking the coating   

• Material identification and selection, including pigments, resins and 

binders 

• Application methods, including positive and negative stenciling, 

composite stencil making, positive mark making, and different painting 

applications 

• Methods of petroglyph production  

• Cultural interpretation   

In addition to my research on the rock art traditions of my ancestors, I have 

conducted research into the methodologies of stone tool making sovereign to 
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Garingbal and Bidjara traditions. My research included working with Frederick 

Conway, Milton Lawton and Karen Lawton in September 2014 after it became 

evident that Queensland Parks and Wildlife Service (QPWS) had begun 

capital works upgrades of the walking track and viewing platform at the 

Baloon Cave art site, Carnarvon National Park, Carnarvon Gorge.  

I was invited by family Elders to be involved in the auditing of the excavation 

and construction of the new boardwalk and barriers conducted by a team of 

Rangers from QPWS. During the excavations at Baloon Cave, approximately 

350 stone artefacts were unearthed from approximately 600 millimetres of 

topsoil. The disturbance at the site exposed a ‘hot spot’ where a high 

concentration of finished implements, core materials, and flakes and chips 

from the shaping processes were found. My early involvement in this upgrade 

project involved identifying and recording items and artefacts and 

photographically documenting the stages and progress of the works. This 

involvement ran from the initial staking and marking of the site through to the 

excavation stages and the clearing of possible artefacts from spoil, to the 

rebuild of the track, the boardwalk and protective barriers. Some of my 

personal records of the excavation and capital works from September 2014 

are included Appendix 2. 

Throughout the upgrade of Baloon Cave, all objects recognised as possible 

stone implements or artefacts of the manufacture process were gathered and 

collated in lots corresponding to the dates that they were unearthed. Following 

this, the stone objects were each washed and inspected on grounds of 

materiality, form and surface in order to determine if they were of the known 

types of materials used in tool making, and to identify if they possessed the 

recognisable characteristics of human intervention.  

As mentioned, approximately 350 stone artefacts were identified from the 

objects cleaned and inspected. During subsequent trips to Carnarvon Gorge 

in November and December 2014, I began a process of categorising and 

cataloguing the artefacts into relevant groupings of grindstones, hammer 

stones, core stones, knives, blades, scrapers, broad scrapers, and chips, 

grouping them according to the date that they were unearthed. From this 
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catalogue, each object was numbered, wrapped and bagged, and in turn 

photographed using uniform macro parameters. The photographic frames 

shot were recorded against the object number and the cataloguing system 

(Figures 10 & 11). These items have now been returned to country under 

consultation with the Elders.  

My ability to identify and interpret these stone tools and artefacts has been 

vastly extended by the sheer volume of the objects handled during these 

procedures. As a research outcome, this can be considered significant, as it 

can be said to contribute to a deepening of my sensibilities and ways of being. 

This is in addition to this experience providing a significant body of knowledge 

and information for my whole family and our communities to discuss, to 

analyse, and to learn from. This primary research and subsequent knowledge 

of stone tools and artefacts, combined with my deepening understanding of 

artistic traditions in painting and petroglyphs, are observable as outcomes, 

since they inform my studio and exhibition methodologies.  

Exhibition opportunities have allowed me to draw upon my primary research. 

Moreover, untrained family members have participated in making artworks 

under my aegis, and have gone on to make work as their cultural selves in 

exhibition contexts. For example, Jordan Upkett, Will Lawton, and Hayley 

Matthew have all easily and confidently shown how they have drawn from my 

recent research sharings and also from what is now accepted as epigenetic 

memory when contributing to creating artworks.34 Given the materials, and the 

intention to make artwork that references our shared knowledges and cultural 

selves, my family members rise to meet with cultural lineages.  

When Jordan first painted with me, he immediately demonstrated a muscle 

memory in how to apply and spray paints in stencil form. I also observed that, 

at first application, Will sounded just like his father when mouth spraying and 

that Hayley demonstrated muscle memory the first time that she used a 

hatchet for carving. I am drawn to observe that history belongs to those who 

                                                
34 Recent western scientific research indicates that genetic information and instructions can 
be passed down via human DNA through many generations. This research is in accord with 
my family’s cultural understandings and experiences of memory forms being passed down 
through generations. See https://www.sciencealert.com. 
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are prepared for it and that many of my family are currently demonstrating this 

in artistic productions. 

Family members and I continue our relationships with specific Indigenous art 

and cultural sites that are our sites of primary research. This research is 

further supported and informed by research that is contained in archives such 

as texts by (non-Indigenous) Frederic D. McCarthy, who presents decades of 

interaction with Australian Indigenous culture.35 His publication is illustrative of 

significant amounts of quantitative data and images that have been gathered 

in the field. Useful information and data are also found in (non-Indigenous) M. 

J. Morwood’s recordings of his research.36 Morwood’s offerings are based in 

actual, physical contact with many sites that he encountered in his walking in 

the CQSB. Sites where he has conducted research are those that continue to 

be visited by my family and myself, and his work is carefully cross-referenced 

with our own Indigenous knowledge and observations. I note that personally 

and professionally the raw data that Morwood presents takes precedence 

over his interpretations. 

As mentioned, another contributor to my research base is the work of rock art 

researcher Grahame Walsh.37 While Walsh undertook many inappropriate 

actions, such as interfering with cultural sites and materials, his body of 

published work has ironically been of benefit. He initiated detailed, uninvited 

recordings of many Central Queensland Indigenous sites. Dialogue with many 

friends, family and colleagues confirm and attest to the conflicted legacy that 

Walsh has left. 

 

                                                
35 Frederic D. McCarthy, Australian Aboriginal Stone Implements: Including Bone, Shell and 
Teeth Implements, rev. ed. (Sydney: Australian Museum. 1976). 
36 Mike Morwood, Visions from the Past: The Archaeology of Australian Aboriginal Art 
(Washington, D.C.: Smithsonian Institution Press, 2001). 
37 Grahame L. Walsh, “Development of Australian Rock Art Recording Methodologies: For the 
Interpretation of Cultural and Environmental Histories” (PhD thesis, Griffith University, 2006). 
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Figure 7 Map of Central Queensland Sandstone Belt, 2012. Source: Queensland Parks and 

Wildlife Service. 

 
Figure 8 Artwork panel at Baloon Cave, Carnarvon Gorge, 2015. Photograph: Dale Harding. 
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Figure 9 The Art Gallery, Carnarvon Gorge, 2009. Photograph: Don Hitchcock. 

 
Figure 10 Artwork panel at Cathedral Cave, Carnarvon Gorge, 2013. Photograph: Dale 

Harding. 
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Figure 11 Retouched stone implement, Baloon Cave, 2014. Photograph: Dale Harding. 

 
Figure 12 Retouched stone implement 2, Baloon Cave, 2014. Photograph: Dale Harding. 
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I am a member of the Indigenous Advisory Group of Griffith University’s 

Place, Evolution and Rock Heritage Unit (PERAHU). In January 2019, I 

informed Professor Paul Taçon, Director of PERAHU, of fire damage that had 

occurred to Baloon Cave following extensive fires in the Carnarvon National 

Park and surrounding areas. I subsequently accompanied Professor Taçon to 

Carnarvon Gorge in February 2019, as both a representative of PERAHU and 

as a person with cultural responsibilities in this area.  

Along with Milton Lawson (Bidjara), Frederick Conway (Bidjara), Darren 

McLeod (Garingbal), Will Lawton (Bidjara) and Brett Roberts (QPWS), Paul 

Taçon and I went to Baloon Cave to inspect, assess and to record the fire 

damage. Permission for our visit had been obtained from QPWS as public 

access to the Baloon Cave site had been closed due to extensive fire damage 

to both physical infrastructure at the site and to the rock cave and its ancient 

art. This group was among first responders to the crisis resulting from the 

fires. Subsequently, additional family groups and communities have joined in 

actions relating to our mutual responsibilities to the site. 

It was from the position of the historic and contemporary relevance of these 

art sites that we mourned the significant damage and losses. This inspection 

and assessment have led to reinstating processes that can facilitate ongoing 

detailed discussions on the development of strategies for the long-term 

physical and cultural conservation of the rock art sites in Carnarvon Gorge.  

In his Fieldwork Report 2019 (included as Appendix 3, Professor Taçon has 

made recommendations about the need for raising public and political 

awareness of rock art sites as well as the need for effective management 

systems.38 To this end, discussions are continuing with traditional custodians, 

rock art conservators, QPWS and Partnerships (under the Department of 

Environment and Science.)  

The vulnerability of the rock art sites in Carnarvon Gorge, of other sites, and 

of cultural knowledge provides further impetus for me to translate my 

understandings and relationship with these sites into my ongoing life’s work.  
                                                
38 Paul Taçon, Paul, Baloon Cave Visit and Assessment, Carnarvon Gorge, Queensland 
(Gold Coast, Qld.: Griffith University, 2019), Appendix 3. 
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CHAPTER 5: OUTCOMES OF MY RESEARCH 

My critical reflection on the outcomes of my exhibited artworks has led me to 

refine and advance the focus of my research-led art practice. As this research 

project has progressed, I have used my exhibition practice as a means of 

implementing and testing the speculations and the developments made in the 

studio work. The sharing of my exhibition practice with family members, other 

collaborators and the general public contributes to sovereign hegemonies and 

the shoring up of vulnerable cultural practices. 

Exhibition opportunities have been considered as extensions of the research 

methodologies. I continue to work with the somewhat unpredictable elements 

of time-slow, deep reflection, cultural planning, spontaneity, and unknowns 

that are inherent in collaborative work. I choose and embody this way of 

working. This means that an element of my practice is that it is often 

impossible to know precise details of how a final installation will emerge. 

This chapter discusses some of my early work and two of my later works. As 

indicated earlier, the two later works were crucial turning points in my practice. 

During my candidature, I have been invited to exhibit in projects nationally and 

internationally. While comprehensive details of my exhibitions are listed in 

Appendix 1, this chapter focuses on some key projects to illustrate my 

historical and ongoing research.  

At the start of my candidature, my work punishment tree: Queensland 

Crucifix, 2014, was included in the SafARI exhibition in Sydney, March 2014. 

Held at the same time as the Biennale of Sydney, this exhibition was offered 

to show an “alternative landscape of experimental, conceptual and time-

based” art spaces and new conceptual works.39  

In this work, I drew attention to concealed and submerged history of the 

corporal punishment of people on the Woorabinda Aboriginal Mission, Taroom 

Reserve, and other Aboriginal missions in Queensland. The torture device of 
                                                
39 See “SafARI: Kate Blackmore, Dale Harding, Laura Moore. LIve Francis Barrett, Linda 
Brescia. Curators Liz Nowell and Christiane Keys-Statham, 14 March to 5 April 2014,” The 
Cross Art Project, http://crossart.com.au/index.php/archive/254-safari-2014-kate-blackmore-
dale-harding-laura-moore. 
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the punishment tree was used to inflict pain on individuals, often until they 

reached the point of death, and to intimidate witnesses of these inhumane 

acts. This object-based work spoke effectively to a specific, inhumane, 

historical practice. In considering how to represent my sovereign sensibilities, 

I continue to explore what they encompass, taking into account my knowns 

that frequently conflict and contrast with the submerged and the denied.  

 

Black days in the Dawson River country (2014) 

Building upon my sovereign sensibilities, I produced a site-specific installation 

for the Outlaws exhibition held at the Linden Centre for Contemporary Arts, 

Melbourne, in August 2014.40 In this artwork, titled Black days in the Dawson 

River country, 2014 (Figures 12–14), I attempted to implicate the space of the 

gallery by seeking to exploit the historical context of its colonial architecture. 

In this instance, I was afforded an entire gallery of the four housed in the 

Linden building. My work was conceptualised around the iconic colonial 

architectural features that included large ornate architraves, door jams and 

cornices, a marble fireplace, and decorative bay windows. In short, I viewed 

the space as a conceptual device to aid delivery of the content of my work. 

I considered the Linden gallery space as a dichotomy: its well-lit portion in the 

immediate vicinity of the bay windows and fireplace can be viewed through 

the lenses of Victorian era colonialism; and the high walls and corner spaces 

in the back portion, away from the natural light, can be seen to engage with 

my sovereign sensibilities as a sandstone overhang. The physical art objects 

were installed in the gallery with the intention that the back portion referenced 

a Murri keeping place out on country, and that the portion with the bay 

windows reflected Victorian terms of reference. My aim was for the work to 

conceptually transcend the physical space, which was assisted by the 

surround-sound audio element of the work that placed spasmodic sounds at a 

perceivable distance from the centre of the gallery. 

                                                
40 The Outlaws exhibition, held at the Linden Centre for Contemporary Arts, St Kilda, Victoria, 
was curated by Yhonnie Scarce. Contributing artists included James Tylor, Jason Wing and 
The Treaters. Outlaws was a satellite exhibition of the 2014 Melbourne International Art Fair.  
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This artwork was my third in which I aspired to alter the emotional space of a 

physical gallery space. Based on oral feedback received during the Outlaws 

exhibition, I consider that the installation succeeded in meeting my 

aspirations. Moreover, meaningful and generative modes of resistance have 

been learned and developed as a result of this experience. For example, I 

have subsequently been able to support family members including Jordan 

Upkett, Milton Lawton, Will Lawton, Hayley Matthew, Jamie-Lee Clarke, Karen 

Lawton to read available spaces as accessible to their cultural sensibilities.  

Further critical discussion around my intentions and the observable outcomes 

of this project brought into clear focus for the first time the conceptual 

paradigm of how I had been working to engage with space in my research. My 

friends Merinda Donnelly and Warraba Weatherall put unambiguous language 

to my intention when they suggested that I wanted to look at the gallery “like a 

blackfella, like it’s the environment.”41  

The physical makings and the interpretative soundscape in this work refer to 

events that occurred at Hornet Bank, Queensland, in 1857. The massacre at 

Hornet Bank is not represented directly; rather, the soundscape conveys the 

idea of presences in the landscape, and the imagined trauma in that 

homestead. At the time of the massacre, Arthur Laurie provided a brief 

account of details concerning events of October 1857 and shortly after at 

Hornet Bank.42 While the use of this writing is limited because of its brevity, it 

is significant because it highlights a narrow scope of perspectives. 

Gordon Reid provided the only extensive compilation of accounts and 

perspectives on the events of the Hornet Bank massacres.43 Very clear 

biases are exposed in his document: namely, the attitudes of settler 

colonialism that have been re-voiced over and over since that time and that 

draw attention to contested histories.  

                                                
41 Merinda Donnelly and Warraba Weatherall, personal communication with the author, 5 
October 2014. 
42 Arthur Laurie, “Hornet Bank Massacre: October 27, 1857,” Journal of the Royal Historical 
Society of Queensland 5, no. 5 (1857): 1306–15. 
43 Gordon Reid, A Nest of Hornets: The Massacre of the Fraser Family at Hornet Bank 
Station, Central Queensland, 1857, and Related Events (New York: Oxford University Press, 
1982). 
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In preparing for this work, I drew on Leslie Skinner’s reporting and analysis of 

the Queensland Native Police Force (QNPF).44 I had to engage with evidence 

of the bureaucracy and the running of the QNPF. This government 

organisation was one where Indigenous men were deployed as agents 

against their own people. I was also informed by the clothing, attitudes held, 

language used and descriptions of the systematised hunting of Aboriginal 

civilians that are brought together in Skinner’s text.  

Choices in spatial aspects, install details and object production were also 

influenced by Rosemary Young’s text for the 2012 exhibition Homefront & 

Battlefield: Quilts & Context in the Civil War.45 In particular, that exhibition 

included artefacts with artworks to demonstrate history telling. My intention at 

Linden was to show the movement between artefact and artwork and to 

provide visual reference and contextualisation of historical textiles and 

accounts of historical events that are still contested. 

  
Figure 13 Dale Harding, Black days in the Dawson River country, 2014, mixed media 

installation, Linden Centre for Contemporary Arts. Photograph: David Marks. 

                                                
44 Leslie Edward Skinner, Police of the Pastoral Frontier: Native Police, 1849-59 (St Lucia, 
Qld.: University of Queensland Press, 1975). 
45 Rosemary Youngs, The Civil War Anniversary Quilts (Blue Ash, Ohio: Krause Publications, 
2012). 
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Figure 14 Dale Harding, Black days in the Dawson River country, 2014, mixed media 

installation, Linden Centre for Contemporary Arts. Photograph: David Marks. 

 
Figure 15 Dale Harding, Black days in the Dawson River country, 2014, mixed media 

installation, Linden Centre for Contemporary Arts. Photograph: David Marks 

 

Their little black slaves, perished in isolation (2015) 

At the same time that I was installing work at the Linden Centre, I was also 
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working towards resolving my concept for a major artwork to be included in 

the exhibition GoMA Q: Contemporary Queensland Art at the Queensland Art 

Gallery | Gallery of Modern Art (QAGOMA) in Brisbane in July 2015. My work 

for GoMA Q was designed to be a specific, autonomous space that would 

alter the dominance of the white-walled gallery space. This was in contrast to 

my work for Outlaws, which utilised the existing space. I chose to make work 

of a very large scale. I therefore needed to construct the work off site and to 

then insert it into the QAGOMA building.  

I set out to construct a space that referenced, as authentically as possible, a 

timber ‘Queenslander’ house, such as those that are commonly lived in in 

Central Queensland. I required this structure to possess the architectural 

details that characterise a timber Queenslander house and that place that 

particular architectural style specifically in the historical context of 

Queensland’s pastoral frontier times. I called on accounts from family for both 

the content and historical details of the time.46 The work referred to Uncle Tim 

Kemp’s accounts of a young woman who was burnt to death after knocking 

over a kerosene lamp when locked inside her ‘bedroom’ by her ‘employer’.  

I sourced hoop pine ‘V-Jointed’ (V-J) boards that were about one hundred 

years old. These boards carried pre-existing paint and surface details that 

reflected both their previous use and their age. I engaged two builders and 

created an approximately 6 metre x 5 metre stud framed building construction 

that was composed of an L-shaped, walled and ceilinged, 1-metre wide 

corridor that led to an internal, ceilinged room of approximately 5 metres x 4 

metres. The walls and ceiling of this internal ‘bedroom’ were burnt black and 

charred with flame. The floor was painted flat black and there was only a 

dimmed wall light in this space. The smell of smoke inhabited and lingered in 

the disorienting, enclosing, dark space.  

Outside of this single, burnt-out ‘bedroom’, the entire internal corridor was 

painted in ‘traditional’ ‘colonial cream’ colour and then bathed in low golden 

light from incandescent hanging pendant lights. Extending on my work 

implicating the gallery space that I had recently employed at Linden, in this 
                                                
46 Sue Maytom, The Oral History of Mr Tim Kemp: Gungaloo Man (Mackay: self-pub., 2001). 
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work Their little black slaves, perished in isolation, 2015 (Figures 15–17), I 

aimed to implicate the viewer by exploiting and corrupting sentimental 

connotations and personal associations made between the artwork and the 

iconic features of timber ‘Queenslander’ houses. Light became a key medium 

in this artwork. I considered space and light as media, as conceptual devices, 

and as content. 

From the outset, I viewed this timber structure as an art object itself. I saw the 

internal spaces as existing outside of the QAGOMA gallery and I wanted the 

viewer’s attention to transcend the art gallery’s metropolitan location. In the 

light leaks between the ‘V-J’ boards in the blackened ‘bedroom’, I imagined 

the stars leaking through the bush canopy on a clear night on Garingbal 

country. I hoped this artwork would share perspectives on Queensland’s 

recent histories and resist colonising hegemonies of hostile silence.47 

                                                
47 I was drawn to Ann Truitt’s work and her contribution to minimalism in the context of male-
dominated minimalism. We share that we have been ‘othered’: she as a female artist and I as 
an Indigenous artist using minimalist modes as content. In addition, the repetitive, serial 
sculptural works of Truitt strongly align with my interests in referencing the vertically joined 
boards in historical Queensland architecture. My interest in minimalism and local vernacular 
also aligns with Truitt’s floor sculptures. See James Meyer, ed., Minimalism (London: Phaidon 
Press Limited, 2000); James Meyer, Minimalism: Art and Polemics in the Sixties (London: 
Yale University Press, 2001); Anne Truitt, “White: Five, 1962,” last accessed 25 May 2015, 
http://www.annetruitt.org/works/selected-sculptures/11; Anne Truitt, “White: Four, 1962,” last 
accessed 25 May 2015, http://www.annetruitt.org/exhibitions/anne-truitt-sculpture-and-
drawings/selected/7.  
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Figure 16 Dale Harding, Their little black slaves, perished in isolation, 2015, mixed media 
installation, Queensland Art Gallery | Gallery of Modern Art (QAGOMA). Photograph: Dale 

Harding. 
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Figure 17 Dale Harding, Their little black slaves, perished in isolation, 2015, mixed media 

installation, QAGOMA. Photograph: Dale Harding. 

White Collared (2015) 

My White Collared series of artworks evolved out of previous research 

completed in 2013. This series functions as groups of imagined artefacts of 

the colonisation process.  
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In August 2015, I installed a small solo show of six works from the White 

Collared series in the Green Room at the Institute of Modern Art (IMA), 

Brisbane. This show is of ongoing relevance to this research project because, 

for the first time, I made a conceptual link between my work and a specific 

Bidjara/Garingbal artwork that pre-existed on country.48 

In conjunction with the five sculptural works included in the exhibition, I also 

blew by mouth an ochre stencil of a rifle onto the gallery wall. I used light- 

cream-coloured ochre to create a negative stencil of a genuine 1860 issue 

Tower Native Police carbine rifle. While the method of creating the ochre 

stencil was one layer of reference borne of my sovereign ways of being and 

artistic traditions, the stencil was conceptually enlivened by the historical 

context of the original artwork it was intended to mirror.  

This original work is a red ochre negative stencil of what looks like an early 

rifle, located high on the sandstone wall of the shared Bidjara and Garingbal 

site of Cathedral Cave (Figure 18). This individual stencil is isolated and 

distanced. I draw upon the location and form of this stencil in the way I inhabit 

gallery spaces. The high and unusual spatial position has connotations of 

estrangement, un-belonging as well as high importance (Figure 19). In my 

exhibition at the IMA, I placed my ochre stencil of a rifle high, isolated and 

distanced from the other artworks (Figures 20 & 21). 

Many of my works have referred to horrendous, inhumane and negative 

events from my family’s history. I now view that there is the opportunity to 

move beyond trauma narratives in order to avoid re-stimulation and re-

traumatisation of myself and my countrymen and countrywomen. I am also 

choosing to create works that are moving my cultural expressions forward as 

contemporary cultural works. 

Where once I had avoided ‘trading on’ cultural capital inherent in pre-existing 

artistic traditions of Bidjara, Garingbal and Ghungalu, I now see a necessity to 

couch my contemporary art practice in my family’s traditions because it might 
                                                
48 Due to the absence of linear histories that might attribute the artwork to a maker, I 
acknowledge Bidjara/Garingbal as the maker of the original artwork that I referenced in this 
work. 
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facilitate the furthering of an audience’s capacity to understand and respond 

to Murri content and modes of art making. I view this as building visual literacy 

and it is a distinct outcome of my research. 

 
Figure 18 Cathedral Cave, Carnarvon Gorge, 2012. Photographer unknown. Yellow dot 

marks approximate location of original rifle stencil in relation to main gallery wall. 
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Figure 19 Bidjara/Garingbal rifle stencil, Carnarvon Gorge, 2013. Photograph: Dale Harding. 

 

 
Figure 20 Dale Harding, White Collared mixed media exhibition installation, Institute of 

Modern Art (IMA), 2015. Photograph: Carl Warner. 
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Figure 21 Dale Harding, White Collared exhibition mixed media installation, IMA, 2015. 

Photograph: Carl Warner. 

 

 
 
Wall Composition in Reckitt’s Blue (2017) 
 
At the same time that I was developing works for documenta 14 to be 

exhibited in both Greece and Germany in 2017, I was developing a 

commission for the QAGOMA’s rehang of the permanent Australian 

Collection. The separate conversations that were occurring 

simultaneously between myself, Hendrik Folkerts and Michelangelo 

Corsoro for documenta 14 were intersecting with longstanding 

conversations I had been having with Bruce Johnson McLean, Curator, 

Indigenous Australian Art, at QAGOMA. 

 

Over time, McLean had made me aware of historical items in the QAGOMA 

collection that were originally from the Comet River region of Central 

Queensland. He described to me a series of timber throwing sticks, and 

how they had been formed in the regional styles of contact and pre-contact 

Comet River Murris. He enthusiastically celebrated the rich, ultramarine 
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blue pigment that stands out among yellow, red and white paint treatments 

on the dark hardwood forms. While strong red, yellow and white pigments 

predated the arrival of colonial settlement in the region that is now called 

Central Queensland, the blue pigment was carried to the homelands of 

Comet River Murris by waves of British frontier colonialism via Sydney, 

Brisbane and Ipswich. 

 

McLean described how the blue colour that was applied into the ravines 

and crevices of the sculpted club heads was a powdered pigment used as 

an optical whitener in Victorian laundry processes. Among the steps 

involved in the washing of colonial frontier whites, laundry processes 

involved adding a slight blue dye to the final rinse of white garments and 

bedclothes. This blue dye was manufactured by Reckitt and Sons, 

England, and was exported to the colony of New South Wales as 

compressed powder, unitised in blocks of synthetic ultramarine blue with 

added washing soda. The procurement and naturalisation of ultramarine 

pigment in the form of Reckitt’s Blue was familiar in the early-contact 

material cultures of First Nations peoples throughout the British colonial 

frontiers. Reckitt and Sons manufactured what was marketed as ‘their’ 

blue, and Indigenous makers on the colonial frontiers claimed it as their 

own. 

 

I began to use the blue pigment in works in 2016. In the developments that 

eventually led to large scale works using Reckitt’s Blue, in May 2016, I 

made large, elementary, and rapid illustrations on the walls of my studio in 

black spray paint as studies in preparation for the 11th Gwangju Biennale 

(GB11).  

 

Maria Lind, Artistic Director of GB11, along with Assistant Curator 

Margarida Mendez, had invited me to create a painting on the walls of the 

Biennale Hall in Gwangju, South Korea. The monochrome black studies 

drawn on the studio walls in Brisbane were immediate and free. In these 

experimental spray paint drawings, I aimed to test scale and iconography 

as positive mark making. Rather than concentrating on colour, these 
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drawings were depicted as enlargements of the physical objects, and later 

recognised as registers of my reach and bodily constraints. 

 

In the work Wall Composition in Reckitt's Blue, 2017, I further developed 

these experiments and observations on the QAGOMA wall using Reckitt’s 

Blue laundry powder, charcoal, and Grevillea robusta resin along with 

making actual incisions into the wall.  

 

The blue laundry powder is used as a symbol of the forced domestic 

labour that generations of my female members endured. The work of 

many women in my family involved using Reckitt’s Blue laundry powder to 

keep the ‘whites’ of colonials white. For the stenciling, I used a shovel that 

was an object at hand in my studio; it mirrors the use of objects at hand 

and of everyday use that is evident in the artwork on Bidjara, Garringal 

and Ghungalu country and throughout Central Queensland.  

 

Figure 22 Dale Harding Wall Composition in Reckitt's Blue 2017, Reckitt’s Blue laundry 
powder, charcoal and Grevillea robusta resin, installed at QAGOMA. Photograph: Natasha 

Harth, QAGOMA / Images courtesy: QAGOMA. 
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Figure 23 Dale Harding, Wall Composition in Reckitt's Blue, 2017, Reckitt’s Blue laundry 
powder, charcoal and Grevillea robusta resin, installed at QAGOMA. Photograph: Natasha 

Harth, QAGOMA / Images courtesy: QAGOMA. 
 

Tree Portraits (2019) 
As evidenced already, my intention in my exhibited work is to interact with 

white-walled galleries as landscapes. I interact in galleries out on country, and 

later recall sensibilities of being in and with landscape when I approach 

spaces that are not on country. 

 

The invitation for me to make a wall painting at the Museum of Brisbane 

(MOB) to be exhibited as part of the Brisbane Art and Design (BAD) Festival 

(BAD) represented an opportunity to experiment with the format of a new work 

where playfulness was supported. The museum’s participatory and 

educational interests encouraged an informal context with a broader scope of 

audience. Prior to this, I had mainly been invited to contribute to Biennial and 

art museum discourses whereas the MOB has a different cultural role. 

 

For this work, I built upon outcomes of recent experimentation and chose to 

play with installation strategies that were developed out of my experiences of 
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exhibition practice. This practical knowledge was gathered by making and 

installing artworks for previous exhibitions, and is couched in the 

conversations that surrounded the exhibition projects I have been involved 

with. 

 

The elements of the work Tree Portraits, 2019, include carved line drawings 

gouged into the gallery walls and the underlying conceptual intent that all the 

gallery wall surface, by extension, is implicated in the work; glass plate 

monochromes; the manipulation of botanical saps as conceptual art media; 

and the adaptation of artistic methodologies and sensibilities that are founded 

in, and read in the lineage of, cultural forms.  

 

The line drawings carved into the gallery walls depict individual trees, who in 

recent years have been recognised and remembered in the urban 

landscape.49 This carving practice had been developed in Wall composition in 

Reckitt’s Blue, 2017, at QAGOMA and in Ngaya boonda yinda nayi 

yoolgoogoo that was a piece in the 2016 exhibition I refuse you my death at 

Milani Gallery, Brisbane.  

 

In Tree Portraits, impressions of the trunks of individual trees were registered 

in paper embossings. Only one of these was on view, folded and placed 

inside a vitrine, while the others were installed out of sight of most viewers.  

As with Black Days in the Dawson River Country, 2014, the work seeks to 

implicate the architecture of the museum: the vitrine and plinth became 

substrata of the work. The verticality of the wall carvings was echoed and 

emphasised by the portrait format of glass panels. Whereas in previous 

works, I have exhibited similar glass panel monochromes as landscape, these 

panel monochromes each presented a unique specimen using translucent 

botanical gums and resins. The slides projected a field of coloured light. 

 

Members of my family shared in the original fun of seeking out and locating 

the individual trees and plants that feature in my work for BAD. Together, we 
                                                
49 I use “who” to describe the individual trees that were subject in this work as a way of 
acknowledging our relationship and ways of relating to vegetative matter. 
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share our care in remembering and revisiting the trees, and we learn their 

stories through interacting with them and the resources that they make 

available. 

 

Figure 24 Dale Harding, Tree Portraits, 2019, mixed media installation, Museum of Brisbane 
(MOB). Photograph: Carl Warner. 
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Figure 25 Dale Harding, Tree Portraits, 2019, mixed media installation, MOB. Photograph: 
Carl Warner. 
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Figure 26 Dale Harding, Tree Portraits, 2019, mixed media installation, MOB. Photograph: 

Carl Warner. 
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CONCLUSION 

While at the commencement of this doctoral project, one of my intentions was 

to decolonise my practice, the processes of research have led me to and 

opened up possibilities of a consolidated practice founded in, and recognised 

as, a continuum and extension of my cultural inheritances. My uptake of 

inherited visual, oral and social languages is a form of resistance to colonising 

hegemonies and has furthered the continuation of these inheritances.  

 

An outcome of sharing my research processes and visual art practice among 

my immediate family and extended communities is that the potential for 

cultural practice as a mode of resistance is being prioritised and enacted by 

those who participate in exhibition processes, research and practice.  

 

Whereas I have previously felt a sense of urgency about enabling cultural 

continuum, I now recognise an outcome of my research and practice is that 

there are family members and extended community who are increasingly 

taking up relevant consolidated and empowered cultural narratives and 

expressions. In order for this to occur, I ensure that my actions do not assert 

reconfigured dominating hegemonies, such as those that imply I am “the 

expert”.  

 

By stepping outside of and beyond the limitations of dominating hegemonies, I 

share my work with others to ensure the integrity and the continuum of 

constructive cultural philosophies that amplify what our adaptive culture 

already holds and to contribute to the canon of our cultural production. 
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White collared, Institute of Modern Art, Brisbane, Australia 
 

Group Exhibitions 
2019 
Surface Tension, Sharjah Art Foundation, Sharjah, United Arab Emirates 
Where Water Comes Together With Other Water, 15th Biennale de Lyon 
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2016  
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APPENDIX 2: DALE HARDING: PERSONAL DOCUMENTATION OF 
TRACK EXCAVATIONS WORKS AT BALOON CAVE, SEPTEMBER 2014, 

 

Overview: 

In February 2014, excavations began for new physical infrastructure around 
the Baloon Cave art site. This was planned to direct visitor movements at the 
site.50 

The excavation process involved the following set of steps: 

1. Observers took direction from the excavator operator;  

2. The excavator operator would communicate the direction of the intended 
dig prior to each stage;  

3. The excavator was placed in position in readiness for dig;  

4. Perimeters were established for the safety of observers;  

5. Earth was pulled in depths of approx. 100mm movements. The excavator 
operator took care to pull back topsoil with slow, steady movements;  

6. During excavator pulls, pedestrian staff oversaw movements in case of 
identifying potential	objects/artefacts mid excavations;  

7. In event of observers identifying suspected object/artefact, the excavator 
operator would respond to a	hand signal and shut down machine and 
lower the bucket. This provided a safe workspace for observers to 
remove and clear suspected objects/artefacts from the dig perimeter;  

8. On completion of the intended dig, the excavator operator would shut down 
the machine and lower the bucket. Spoil was relocated to an area to 
enable observers to comb through and sieve disturbed earth for any 
 objects/artefacts.  

9. All probable artefacts were initially cleaned then collected in daily 
groupings.  

 

                                                
50 All images reproduced in this section are © Dale Harding 2014. Please note that all 
people in the images have been blocked out. 
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Excavation began at bottom of stairs leading to Baloon Cave site. Scraping 
back towards the last bridge. Topsoil was pulled back in approx. 100mm 
depth scrapes.  
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Traditional Owners were on hand to identify any objects or artefacts 
unearthed. 

 
The deepest digging was done at the base of the original stairs leading up to 
the Baloon Cave site. 
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This photograph indicates the final depth of excavation at bottom of original 
stairs, underneath site of original park bench. Depth was approx. 600mm. 
Some artefacts are visible resting on timber step frame. 

 
The lip of the excavator in this image is situated at the point of the highest 
concentration of artefacts uncovered. This area of the dig was directly under 
the original park bench extending around to the bottom step. Artefacts began 
surfacing at a depth of approx. 300mm. 
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After earth was excavated to depth and the initial combing of spoil was 
completed by hand, care was taken to rake the topsoil as a final step in the 
clearing of artefacts and levelling of soil. 
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This photograph indicates the final rake and clearing of artefacts/objects 
heading back towards last the bridge at Baloon Cave. 

 
This image shows the last stage before the basalt road base was built up on 
top. At this point of the excavation, the clearing of artefacts/objects and 
levelling of topsoil had finished. The image shows the depth of the final track. 
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This image indicates the surface of the track after excavation and levelling 
with rakes, and before foundations of new track are built up using rock, rubble 
and soil. 
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View of the path from the creek end, looking towards base of original stairs in 
top of frame. First loads of rock and road base placed in position. 

 
Rock and road base carted into position from stockpile at Baloon Cave car 
park. 
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These image shows the layering system used to build up the gradient of the 
new track. Details of the foundation layers are seen below. 
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This image demonstrates the layers of substrate used to build up the height of 
the track as the gradient shallowed. 

Earth was excavated and levelled.  
Rock, rubble and soil were used as foundations of the path.  
River boulders were used on side walls to stop erosion and to channel water 

(dry cement packed beneath, between and on top of river boulders).  
Rock, rubble and soil were compacted with the use of the Wacker Packer.  
Crusher-dust was compacted in stages as the final walking surface.  
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This image shows the first layer of rock, rubble and soil being compacted 
down using the Wacker Packer. This location is on the bridge end of the track. 
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This stage in the process was arrived at by building up rock, rubble and soil in 
layers and compacting them with the Wacker Packer. 
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This image shows 2 park visitors – wearing blue tops – exiting Baloon Cave. 
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APPENDIX 3: PAUL TAÇON, BALOON CAVE VISIT AND ASSESSMENT, 
CARNARVON GORGE, QUEENSLAND. GRIFFITH UNIVERSITY, GOLD 
COAST, QUEENSLAND, 2019.
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Cover	 photo,	 from	 left	 to	 right:	 Fred	 Conway,	Darren	McCleod,	Will	 Lawton,	Milton	 Lawton	
and	 Dale	 Harding	 near	 Baloon	 Cave,	 Carnarvon	 Gorge	 discussing	 the	 fire	 damage	 and	 next	
steps.	All	photos	by	Paul	S.C.	Taçon	unless	otherwise	indicated	and	with	permission.	
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Figure	1:	Fred	Conway	at	Baloon	Cave	with	remains	of	viewing	platform	behind.	
	
	
Background	

On	2	January	2019	Dale	Harding	(Bidjara,	Garingbal	and	Ghungalu	peoples),	who	is	a	member	of	

Griffith	University’s	Place,	Evolution	and	Rock	Art	Heritage	Unit	(PERAHU)	Indigenous	Advisory	

Group,	contacted	PERAHU	Director	Professor	Paul	S.C.	Taçon	by	email	to	inform	him	about	fire	

damage	to	Baloon	Cave,	Carnarvon	Gorge	National	Park,	that	occurred	in	December	2018.	After	

a	phone	conversation	later	that	evening	and	a	series	of	emails,	as	well	as	conversations	

between	Dale	Harding	and	community	members	concerned	about	Baloon	Cave,	Professor	

Taçon	was	invited	to	visit	the	site	by	Dale	Harding,	Milton	Lawton	and	other	community	

members.	

	

After	flying	to	Roma	on	9	January,	Taçon	and	Harding	drove	to	Carnarvon	Gorge	where	they	

were	met	by	Fred	Conway	(senior	Bidjara	elder	and	Carnarvon	Gorge	National	Park	Ranger	for	
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over	30	years;	see	Figure	1),	Milton	Lawton	(Bidjara),	Darren	McLeod	(Garingbal)	and	Will	

Lawton	(Bidjara;	Milton’s	youngest	son).	All	members	of	the	group	are	passionate	about	their	

heritage,	especially	the	rock	art	sites	but	Fred	(now	75	years	of	age),	in	particular,	has	been	

active	much	of	his	life	in	looking	after	his	people’s	rock	art.	As	the	Queensland	Government	

states	on	its	website	for	Carnarvon	Gorge	“Fred	is	an	Indigenous	Elder	and	tireless	advocate	for	

protecting	Indigenous	cultural	sites,	particularly	the	rock	art	sites	in	Carnarvon	National	Park	in	

central	west	Queensland”	(https://parks.des.qld.gov.au/parks/carnarvon-gorge/ranger.html).	

In	2014,	he	was	given	a	‘Queensland	Great	Award’	for	his	service.	
	
	
After	introductions	and	a	welcome	to	Country	the	group	proceeded	to	Baloon	Cave	(Figure	2).	

Public	access	to	the	site	was	closed	but	permission	had	been	obtained	from	Queensland	Parks	

and	Wildlife	(QPWS)	staff,	some	of	whom	we	later	met	with	on	site,	including	Brett	Roberts.	

This	report	focuses	on	the	results	of	the	visit	including	recommendations	discussed	in	the	field.	

	

	
Figure	2:	Fred	Conway	and	Dale	Harding	approaching	Baloon	Cave.	
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ARC	Laureate	Project:	Australian	rock	art	history,	conservation	and	Indigenous	well-being	This	

fieldwork	was	also	part	of	an	Australia-wide	research	program	focusing	on	rock	art.	The	project	

‘Australian	rock	art	history,	conservation	and	Indigenous	well-being’	is	part	of	Professor	Paul	

Tacon’s	Laureate	award	from	the	Australian	Research	Council	(FL160100123).	The	overall	aim	of	

the	Laureate	research	project	is	to	ensure	that	rock	art	landscapes	are	better	conserved,	

appreciated	and	understood	for	the	benefit	of	local	communities	and	future	generations.	We	

are	currently	exploring	questions	such	as:	

• How	can	we	contribute	to	better	conservation	and	management	of	rock	art	

landscapes	for	the	benefit	of	future	generations?	

• In	areas	with	vast	landscapes	of	rock	art	-	how	can	we	help	communities	make	decisions	

on	where	to	focus	their	time,	energy,	and	resources	for	rock	art	conservation	and	

management?	

• Why	are	rock	art	complexes	important	for	Indigenous	people,	and	especially	for	

Indigenous	well-being	today?	

	

For	further	information	on	this	larger	program	please	visit:	

https://www.griffith.edu.au/humanities-languages/place-evolution-rock-art-heritage-unit/	

	
Why	rock	art	is	powerful	and	relevant	today	

The	Laureate	project	is	aligned	with	The	Rock	Art	Network,	an	international	alliance	of	individuals	

and	organisations,	of	which	Professor	Taçon	is	a	member.	In	2015,	they	published	a	seminal	

volume	on	how	we	can	better	protect	the	valuable	and	vulnerable	heritage	of	rock	art	(Agnew	et	

al.	2015)	and	in	2018	produced	the	following	about	why	rock	art	is	important:	

	
Rock	art	–	ancient	paintings	and	engravings	on	rock	surfaces	–	is	a	visual	record	of	global	human	

history.	It	is	a	shared	heritage	that	links	us	to	powerful	ancestral	worlds	and	magnificent	

landscapes	of	the	past.	It	tells	the	story	of	the	birthplaces	of	art,	the	dawn	of	artistic	endeavors.	It	

creates	connections	to	significant	places	and	depicts	encounters	with	the	surrounding	living	

world.	Through	its	existence	nature	and	culture	are	connected	in	the	landscape.	It	resonates	with	
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our	individual	and	collective	identity	while	stimulating	a	vital	sense	of	belonging	to	a	greater	

past.	Rock	art	illustrates	the	passage	of	time	over	tens	of	thousands	of	years	of	environmental	

and	cultural	change.	It	incarnates	the	essence	of	human	ingenuity	and	facilitates	contacts	today	

between	cultures	and	aspects	of	spirituality.	Rock	art	is	artistically	compelling	and	full	of	

meaning.	This	fragile	and	irreplaceable	visual	heritage	has	worldwide	significance,	contemporary	

relevance	and	for	many	indigenous	peoples	is	still	part	of	their	living	culture.	If	we	neglect,	

destroy,	or	disrespect	rock	art	we	devalue	our	future.	

	
The	Network	abides	by	eight	important	principles	which	set	a	foundation	for	rock	art	

conservation	(Agnew	et	al.	2015:4):	

Principle	1	–	Work	actively	to	promote	rock	art	as	a	valuable	heritage	for	everyone,	and	
allocate	sufficient	resources	specifically	to	its	future	care.	

Principle	2	–	Manage	to	protect	all	values	

Principle	3–	Preserve	and	manage	rock	art	as	an	inherent	part	of	the	landscape	

Principle	4–	Safeguard	cultural	rights	and	practices	

Principle	5	–	Involve	and	empower	Indigenous	owners	and	local	communities	in	decisions	
about	rock	art	management	and	conservation	

Principle	6	–	Use	recognised	ethics,	protocols	and	standards	for	documentation,	
conservation	and	interpretation	as	the	basis	for	management	practice	

Principle	7	–	Give	priority	to	preventive	and	protective	conservation	

Principle	8	–	Make	effective	communication	and	collaboration	a	central	part	of	
management	

	
	
These	foundation	principles	lead	to	the	four	‘pillars’	which	make	for	strong	rock	art	policy	and	

conservation	when	it	is	applied	in	practice	(Agnew	et	al.	2015:4-5):	
Pillar	I.	 Public	and	political	awareness	
There	is	a	need	to	raise	awareness	about	rock	art,	the	range	and	severity	of	threats	to	it	
and	the	need	for	effective	responses	to	these	threats.	Public	and	political	awareness	of	
rock	art	is	vital	for	successful	planning	and	budgeting	for	conservation	and	management.	

	
Pillar	II.	 Effective	management	systems	
Systems	are	required	to	manage	rock	art	sites	and	groups	of	rock	art	sites	in	their	landscapes.	
This	includes	identifying	the	significance	of	sites,	their	management	needs	and	
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the	development	of	strategies	for	their	long-term	conservation.	A	key	to	the	development	of	
such	systems	is	the	active	involvement	of	all	key	stakeholders	especially	traditional	owners,	site	
custodians,	and	local	communities	and	the	allocation	of	the	capable	human	resources	required	
to	look	after	rock	art	sites.	
	

Pillar	III.	Physical	and	cultural	conservation	practice	
Careful	guidance	is	needed	for	the	work	of	physically	protecting	and,	if	necessary,	
undertaking	conservation	work	on	rock	art	sites.	The	same	applies	to	the	cultural	practices	
that	secure	the	physical	and	spiritual	integrity	of	rock	art	sites.	Physical	conservation	and	
cultural	conservation	need	to	be	considered,	planned	and	undertaken	in	dialogue	with	
each	other.	In	each	case,	it	is	important	that	people	with	suitable	expertise	are	available,	
that	expert	knowledge	is	respected	and	that	informed	decisions	are	made	regarding	the	
physical	and	cultural	benefits	and	impacts	of	actions.	

	
Pillar	IV.	Community	involvement	and	benefits	
An	important	way	of	conserving	and	celebrating	rock	art	is	through	appropriate	and	well-	
managed	economic,	social	and	cultural	development	initiatives	by	and	for	indigenous,	local	
and	regional	communities.	Genuine	community	involvement	can	result	in	greater	
awareness	of	rock	art,	increased	economic	opportunities	and	higher	quality	display	and	
interpretation	for	visitors.	

	
	
*The	Rock	Art	Network,	established	by	the	Getty	Conservation	Institute	and	the	Bradshaw	

Foundation,	comprises	individuals	and	institutions	committed	to	the	promotion,	protection,	

and	conservation	of	rock	art	globally.	

	
	
Baloon	Cave	viewing	platform	history	

Initially	access	to	Baloon	Cave	was	via	a	stone	and	soil	walking	track,	with	low	handrails	

separating	visitors	from	the	art	panels.	However,	some	vandalism	occurred	with	lines	and	

letters	scratched	over	and	into	stencils.	To	facilitate	better	access	and	to	better	protect	the	rock	

art	a	large	viewing	platform	and	walkway	was	installed	at	Baloon	Cave	in	2014	(Figure	3	and	see	

https://www.wagner.com.au/main/our-projects/baloon-cave-viewing-platform	for	photos	

immediately	after	installation).	REPLAS	Enduroplank	recycled	plastic	products	(see	

http://www.replas.com.au/tag/balloon-cave/)	were	used	with	composite	fibre	structural	

components.	On	the	REPLAS	website	the	Enduroplank	is	promoted	as	a	low	maintenance	

endurable	material	suitable	for	Baloon	Cave	(http://www.replas.com.au/carnarvon-national-	
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park-upgraded-replas-enduroplank-viewing-platform/):	

The	perfect	fit-for-purpose	as	a	low	maintenance,	long	lasting	product	lies	Replas	

Enduroplank™,	an	upgrade	for	the	pathway	near	this	cave.	This	recycled	plastic	

decking	solution	gives	better	access	to	the	National	Park’s	guests.	

	
Not	only	is	this	recycled	product	low	maintenance	and	long	lasting,	it	is	durable	

enough	to	handle	to	walkers,	hikers,	and	even	4WD	vehicles	to	head	right	into	

the	heart	of	this	country!	

	
It	also	is	promoted	as	fire	retardant	but	fire	testing	undertaken	in	December	2017	appears	to	

have	limited	mixed	results	(see	Abraham	2018,	available	on	the	REPLAS	website).	
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Figure	3:	Baloon	Cave	with	viewing	platform	in	July	2018	before	the	fire	(photo:	Selina	Goodreid	
and	lifeoutsidework.com.au).	

	
Recycled	plastic	had	been	used	for	a	rock	art	viewing	platform	at	Nganalang,	Keep	River	

National	Park,	Northern	Territory.	It	too	was	said	to	be	fire	retardant	but	in	2008:	

once	the	plastic	material	ignited,	the	severe	heat	generated	caused	the	painted	

rock	surface	to	shatter	and	disintegrate,	falling	to	the	floor	of	the	shelter.	The	

follow	up	conservation	action	in	consultation	with	Traditional	Owners	was	

confined	essentially	to	a	clean	up,	placing	the	shattered	material	near	the	

entrance	of	the	shelter	and	to	initiate	baseline	monitoring	to	assess	the	need	for	

any	future	intervention	(Lambert	and	Welsh	2011:47).	

	

In	December	2018	the	Baloon	Cave	viewing	platform	and	walkway	was	burnt	to	the	

ground.	At	both	Nganalang,	Keep	River	and	Baloon	Cave,	Carnarvon	it	appears	a	hot	fire	

melted	and	then	ignited	part	of	the	infrastructure,	resulting	in	an	extremely	hot	

explosive	fire	with	heat	so	intense	that	massive	exfoliation	of	nearby	rock	surfaces	

resulted,	destroying	or	severely	damaging	rock	art	in	the	process,	as	well	as	coating	

areas	with	soot.	

	
Results	of	inspection	

During	the	visit	we	inspected	the	walkway	infrastructure	leading	up	to	Baloon	Cave,	including	

the	remains	of	both	recycled	plastic	and	wooden	walking	tracks	and	bridges	(Figure	4).	One	of	

our	first	observations	was	that	the	recycled	plastic	infrastructure	was	badly	burnt	and	melted	

but	much	of	the	wooden	infrastructure,	although	blackened,	was	largely	intact	(Figure	5).	
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Figure	4:	The	plastic	guardrail	on	the	right	that	once	was	in	the	fire’s	path	burnt	and	melted.	
	

Figure	5:	Wooden	bridges,	although	scorched,	survived	largely	intact,	unlike	plastic	

infrastructure.	



10  

The	fire	was	particularly	devastating	where	the	viewing	platform	and	walkways	leading	up	to	it	

once	stood.	This	infrastructure	was	completely	destroyed,	severely	damaging	the	rock	shelter	

in	the	process.	The	heat	must	have	been	very	intense	as	much	of	the	rock	shelter	surface	

exfoliated	and	collapsed.	Black	soot	covers	remaining	parts	of	the	shelter	wall	and	ceiling	(see	

Figures	6-11).	

	

Figure	6:	View	of	Baloon	Cave	after	the	fire	facing	into	the	shelter.	
	
	

	
Figure	7:	Dale	Harding	(left)	and	Will	Lawson	(right)	inspecting	Baloon	Cave.	
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Figure	8:	View	of	the	shelter	from	the	right	before	the	fire	(photo:	Marisa	Giorgi).	
	

Figure	9:	View	of	the	shelter	from	the	right	after	the	fire.	
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Figure	10:	Baloon	Cave	where	the	viewing	platform	once	stood	with	collapsed	wall	on	floor.	
	

Figure	11:	View	looking	out	from	the	back	of	the	shelter.	

Rock	art	at	the	site	was	heavily	impacted.	Damage	to	the	main	panel	consists	of	exfoliation	to	

the	left,	right	and	above	right;	cracking	at	the	upper	right;	and	a	coating	of	soot	over	most	of	

the	stencilled	hands	and	all	of	the	hafted	axe	stencils	(see	Figures	12-14).	As	one	approaches	

the	panel,	at	first	it	appears	it	is	completely	blackened	but	closer	inspection	and	photography	
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with	the	light	at	the	right	angle	reveals	the	stencils	underneath.	

	

Figure	12:	The	main	panel	(centre)	before	the	fire	(photo:	Marisa	Giorgi).	
	

Figure	13:	After	the	fire.	At	first	the	main	panel	(centre)	appears	totally	blackened.	



14  

	

Figure	14:	Damage	to	the	main	stencilled	panel	consisting	of	exfoliation,	cracking	and	soot.	
	
	
Damage	to	the	rare	hafted	stone	axe	stencils	is	pronounced	as	not	only	have	they	been	

blackened	but	also	where	two	of	them	are	located	the	rock	has	both	cracked	and	exfoliated.	

The	cracked	portion	at	the	left	looks	as	if	it	could	easily	collapse	(see	Figures	15	-16).	It	may	be	

possible	to	remove	the	soot	and	to	consolidate	the	panel	but	this	needs	further	investigation	

and	assessment	(see	recommendation	5	below).	Should	it	be	decided	to	attempt	this	it	should	

be	undertaken	cautiously,	so	as	to	not	create	new	damage.	More	generally,	physical	

intervention	at	rock	art	sites	should	always	be	a	last	resort,	carefully	considered	and	

undertaken	only	by	knowledgeable/experienced	professionals.	
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Figure	15:	Baloon	Cave	main	stencil	panel	before	the	December	2018	fire	(photo:	Dale	Harding).	
	

Figure	16:	Baloon	Cave	main	stencil	panel	after	the	December	2018	fire.	
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The	lower	right	side	panel	has	suffered	from	exfoliation	but	not	as	much	soot	damage.	
	

Figure	17:	The	lower	right	panel	before	the	fire	(photo:	Marisa	Giorgi).	
	

Figure	18:	The	lower	right	panel	after	the	fire.	
The	lower	left	side	has	suffered	some	soot	damage	and	exfoliation	high	up.	
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Figure	19:	The	left	side	of	the	shelter	before	the	fire	(Photo:	Marisa	Giorgi).	
	

Figure	20:	The	left	side	after	the	fire.	Some	hand	stencils	are	covered	in	soot.	
	
	



18  

Recommendations	

A	number	of	recommendations	came	out	of	discussions	that	took	place	immediately	after	

visiting	Baloon	Cave.	They	include:	

1. Fred	Conway	was	very	angry	about	what	happened	but	wants	healing	now.	He	would	

like	the	site	to	be	used	as	an	example/case	study	of	what	can	happen	at	sites	with	

improper	infrastructure.	For	this	he	would	like	the	site	left	pretty	much	as	is,	after	the	

remains	of	the	platform	are	removed,	so	people	can	see	the	damage	European	

mismanagement	of	sites/heritage	that	has	occurred.	He	said	Baloon	Cave	could	be	used	

for	educating	people	about	how	important	these	places	are	and	what	can	happen	to	

them.	

2. Milton	Lawton	said	everyone	has	been	spiritually	wounded	by	the	fire	event.	The	past	

couple	weeks	he	has	had	disturbing	dreams	and	after	he	saw	what	the	fire	did	to	

Baloon	Cave	he	and	his	family	became	physically	sick/ill	for	6	days.	He	also	said	it	is	now	

time	for	healing	and	that	everybody	should	work	together	for	positive	outcomes.	

3. The	clean-up	of	the	site	and	removal	of	the	remains	of	the	walkway	and	viewing	panel	

should	only	be	undertaken	with	appropriate	Aboriginal	community	members	present.	

4. Everyone	agreed	we	should	try	to	make	3D	models	and	possibly	some	sort	of	small	3D	

replicas	from	existing	high	resolution	photographs	if	enough	from	different	angles	

taken	before	the	fire	can	be	collected	from	a	range	of	individuals.	

5. Paul	Taçon	should	consult	rock	art	conservation	experts	as	to	whether	the	soot	coating	

over	the	main	panel	of	stencils	can	be	removed	and	the	panel	consolidated	without	

doing	further	damage.	If	the	community	agrees	the	first	action	might	be	an	off-art	test	

of	soot	removal.	Fred	asked	if	chemicals	would	be	used	but	hopefully	all	that	would	be	

needed	is	water,	perhaps	applied	with	cotton	buds	and/or	a	special	cloth.	

6. Uncle	Milton	would	like	to	see	a	new	relationship	between	the	community	and	Parks,	

like	the	way	it	was	some	time	ago.	He	said	the	viewing	platform	was	installed	without	
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proper	community	consultation.	

7. A	full	site	history	and	conservation/remediation	assessment	should	take	place.	
	

8. Input	from	a	broader	range	of	Bidjara	and	Garingbal	community	members	needs	to	take	

place,	especially	from	women.	

9. Ideally,	an	agreed	media	strategy	should	be	developed	so	everyone	is	talking	from	the	

same	page.	This	could	include	a	media	statement	and	designated	spokespeople.	Among	

other	things,	a	post	could	be	placed	on	the	Bradshaw	Foundation	web	site	

(http://www.bradshawfoundation.com/),	an	organisation	that	disseminates	information	

about	world	rock	art,	at	the	appropriate	time	to	alert	the	world	to	the	dangers	of	using	

recycled	plastic	products	at	rock	art	sites.	

10. Everyone	in	the	group	would	like	collaborative	academic	publications	about	what	

occurred	to	tell	the	world	and	to	help	prevent	such	material	(i.e.	recycled	plastic,	etc.)	

being	used	at	any	other	site	in	Australia.	This	report	could	be	used	as	a	resource	for	such	

publications.	

11. An	initial	online	search	suggests	recycled	plastic	products	have	been	installed	at	many	

park	and	heritage	locations	but	not	at	other	rock	art	sites.	An	audit	of	Australian	rock	art	

sites	with	walkways	and	viewing	platforms	should	be	undertaken	to	see	what	materials	

they	are	made	from	and	if	recycled	plastic	for	any	aspect.	

12. The	nature	of	existing	infrastructure	at	other	Carnarvon	Gorge	rock	art	sites,	and	more	

generally	throughout	Queensland,	should	be	reviewed.	

13. All	future	conservation	and	management	decisions	about	Baloon	Cave	and	other	

Carnarvon	Gorge	rock	art	sites	should	have	Aboriginal	community	involvement	and	

approval.	It	should	also	follow	the	principals	set	out	by	Agnew	et	al.	2015	(see	above).	

14. National	Parks	organisations	across	Australia	should	be	alerted	so	that	recycled	plastic	

is	not	used	when	old	viewing	platforms	and	walkways	are	upgraded	and	new	
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infrastructure	for	public	access	is	installed.	

	

Figure	21:	Fred	Conway	(second	from	left),	Milton	Lawton	(far	right)	and	others	look	toward	

building	new	positive	relationships	so	rock	art	sites	are	better	managed	for	future	generations.	

	
Conclusions	

Of	course,	the	main	conclusion	is	that	recycled	plastic	products	should	never	be	used	again	at	

rock	art	sites,	especially	for	walkways	and	viewing	platforms.	However,	wooden	infrastructure	

is	also	problematic	and	there	have	been	many	instances	in	Australia	and	overseas	where	

wooden	platforms	and/or	walkways	caught	fire	and	then	caused	damage	to	rock	art	panels.	As	

Lambert	and	Welsh	(2011:48)	conclude:	“Clearly,	new	boardwalks	should	no	longer	be	

constructed	using	combustible	material,	and	old	wooden	boardwalks	need	to	eventually	be	

replaced	with	a	non-combustible	material	or	design”.	Metal	walkways	and	viewing	platforms,	

although	more	expensive,	might	be	the	way	forward	for	some	sites.	One	of	the	best	examples	

was	installed	at	the	Jibbon	rock	art	site	on	the	edge	of	Royal	National	Park,	New	South	Wales	

(Williams	et	al.	in	press	[2019];	see	Figure	22	and	23).	
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Figure	22:	Metal	stairs	and	walkway,	Jibbon	rock	art	site,	New	South	Wales.	
	

	

Figure	23:	Jibbon	viewing	platform.	
	
	
At	Baloon	Cave,	the	main	central	panel,	once	immediately	above	the	viewing	platform,	suffered	

the	most	damage,	especially	to	two	of	the	three	hafted	stone	axe	stencils	(Figure	24),	with	a	

covering	of	soot,	exfoliation	and	cracking.	There	is	a	risk	that	the	rock	above	the	major	new	

crack	could	sheer	off	and	fall	to	the	ground,	taking	portions	of	the	stencils	with	it.	It	also	poses	a	
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health	and	safety	risk	to	visitors,	staff	and	contractors	rehabilitating	the	site,	as	well	as	

conservators	addressing	both	this	issue	and	the	soot	over	the	panel	in	the	future.	

	
	

Figure	24:	Close-up	of	area	of	damage	to	the	hafted	stone	axe	stencils.	
	
	
Rock	art	conservators	should	be	employed	by	QPWS	to	undertake	a	detailed	conservation	

assessment	and	to	decide	what	remedial	action	could	be	implemented.	Previous	interpretative	

material	installed	at	the	site	was	excellent	(e.g.	Figures	25	and	26)	but	if	the	site	is	reopened	to	

the	public,	and	considering	what	happened,	then	very	different	new	interpretive	material	will	

need	to	be	developed	in	consultation	with	representatives	of	the	Aboriginal	community.	

	

For	any	of	the	above	to	happen	smoothly	a	stronger	positive	relationship	between	QPWS	and	

the	larger	Bidjara-Garingbal	Aboriginal	community	needs	to	be	fostered.	
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Figure	25:	Previous	signage	about	the	hafted	stone	axe	stencils	(photo:	Marisa	Giorgi).	
	

Figure	26:	Previous	signage	about	the	hand	stencils	(photo	Marisa	Giorgi).	
	
	
	



24  

	
Other	photographs	from	the	visit	

The	following	are	some	photographs	of	Baloon	Cave	from	various	perspectives	taken	as	a	

baseline	for	future	conservation	and	management	and	as	a	record	of	fire	damage.	

	

Figure	27:	View	into	the	shelter	with	the	main	art	panel	in	the	centre.	
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Figure	28:	The	left	side	of	shelter.	

	
	

Figure	29:	The	right	side	of	the	shelter	and	rock	art	panel.	
	

Figure	30:	Results	of	exfoliation.	
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Figure	31:	Remains	of	viewing	platform	structural	components.	
	

Figure	32:	Remains	of	viewing	platform	structural	components.	
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Figure	33:	The	site	being	assessed	with	Brett	Roberts	of	QPWS	(left).	
	

Figure	34:	Exfoliation	of	the	ceiling.	
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Figure	35:	Scratched	graffiti	and	vandalism	over	stencils	made	prior	to	the	fire.	
	

Figure	36:	Scratch	marks	over	hand	stencils	prior	to	December	2013	(photo:	Dale	Harding).	
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Figure	37:	Baloon	Cave	before	the	viewing	platform	was	installed	(photo:	Simon	Ling);	Dale	

Harding	documenting	the	extent	of	the	fire	damage	in	January	2019;	walkway	and	viewing	

platform	in	September	2015,	before	the	fire	(Photo:	Dale	Harding).	
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