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It has interfaced with the education system via local feachers and schools, and
linked expanded and purpose-designed facilities to the City’s strategic plan,
resident services, place-making, town centre re-development, economic,
cultural and tourism development policies.

The York and Toodyay Shared Curator Model
Common Synergies and Needs

York and Toodyay are two of the earliest districts to be settled in Western
Australia by Europeans. Each has a local museum, which has acquired
significant collections of objects, photographs and other important cultural
materials. Each museum is housed in an important heritage building. The
original main streets of both towns are largely intact, having escaped the
modernist developments of the sixties and seventies, and continue to function as
the main commercial centres of their communities. The heritage buildings that
house these collections are not the only historic buildings in the two towns.
Toodyay and York have both retained an impressive array of nineteenth century
buildings both domestic and industrial, and are generally seen as two of the
most historic towns in the State. They share a river, the Avon, also a notable
physical attribute of each town.

Changing Demography

Toodyay is in a state of expansion with many new residents moving into the shire,
aftracted by a more rural setting and an historic ambience, at a comfortable
commuting distance from Perth by train or car. Increasingly it is becoming a
favoured week-end residence for people living or working in Perth. This ‘week-
ender’ trend has waxed and waned in York and is currently evolving at a slower
pace than Toodyay. Because of their connected histories, current populations
and proximity to each other, there are obvious synergies and commonalities.

Locations

The York museum collection is exhibited in the original Resident Magistrate’s
house, which is also the last remaining part of the York convict hiring depot. It is
an imposing building, several streets away from the town centre. The Toodyay
collection is located on two sites — the Old Gaol Museum, several streets away
from the town centre and Connors Mill in the centre of the town. Both play a
colourful role in the history of the district.

The Toodyay collection, for example, includes documents relating to law and
order in Toodyay, such as the Police Charge and Occurrence books. There are
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artefacts which relate directly to the use of the Gaol and the early convict
period, such as the Balyup lock up key. These artefacts are of State and possibly
national significance due to their historic significance, provenance, rarity and
their representativeness of the law and order system of the early Swan River
Settlement in Western Australia. There are also large photographic holdings that
have similar significance. These have a high degree of intactness and integrity,
and are representative of life and the human endeavours in the district from
earliest settlement.

Cooperative Planing Across Shire Boundaries

Following discussions with staff of the Museum Assistance Program, the
respective museum management committees embarked on talks to look at the
synergies, constraints, operating difficulties, hopes and aspirations for their
collections and museum operations. This initiative was called ‘Forging the Links'.
Despite each organisation having a core of volunteers with some skills and
knowledge, it was felt that greater headway could be gained by sharing some
resources, with the most critical need identified as shared access to the services
of a qualified curator.

Professional Expertise, Local Advantage

Both organisations had identified that professional help would allow them to
better conserve and document their collections and move forward to provide
quality interpretation and exhibitions in their museums. They recognised, as did
their respective local governments, that visitors to the two communities are
attracted to the history of the region, and were hungry for more information than
was currently available on either the collections or the buildings in which they
are primarily housed. Visitors are mainly day trippers from the Perth metropolitan
area (some en route to New Norcia, Australia’s only monastery town, as well as
to York or Toodyay) and others en route to the north of the state for longer stays,
particularly over the winter months.

State and Local Significance of Community Based Cultural Assets

In the case of Toodyay, much of the original documentation relating to the
provenance of objects, and the accession register itself, was accidentally
‘mislaid’ many years ago. Volunteers were therefore faced with the Herculean
task of retracing the origins and provenance of each object before
interpretation of the collection could be addressed at either the Old Gaol or
Connors Mill.

This is an accident of great magnitude, not only in terms of Toodyay's history, but
also the State’s heritage. Some of the knowledge lost is iretrievable.
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Reconstructing a register for this museum represents hundreds of hours of
research and painstaking work. This has hampered the Museum'’s progress in
interpretation and generation of public programs. It highlights the need for
greater understanding within the local government sector of the value of
professional practice in local museums and the significance of collections.

Brokering New Arrangements

With assistance from the Museums Assistance Program, a case was prepared by
the museum management committees of York and Toodyay for their respective
local governments to share the cost of a specialist curator for twelve months.
Precedents for shared expertise already exist in local government with some
shires sharing engineers and other specidalists. In addition, both local government
authorities recognised that their identity was closely connected to their history
and built environment and that this in turn was linked to tourism and the local
economies of their towns.

What Has Happened
Aligning Local Budgets

Following negotiations and budgetary consideration by the Shires of York and
Toodyay, the shared curator position was created and has been in place for two
years. Fortuitously, a tfrained curator with both a fine arts and museum practice
background was available and had just moved into the area at the time the
position was advertised.

The curator has worked closely with the respective volunteer groups and
management committees to conserve and continue to document the two
collections to museum standards. Each site now has a Conservation Plan and
an Interpretation Plan. Some initial work has commenced on interpretation for
each site.  In York, significant headway has been made in preventive
conservation and documentation. Both museums have been fortunate to have
reasonable storage areas. In York this is a c1990 purpose-built brick building and
in Toodyay a separate office, workroom and insulated storage room is housed in
a converted shed on the Old Gaol site.

Recognition of Regional Significance

The Toodyay Shire has recognised the importance, not only of the collection, but
the potential of the planned high-quality and professional interpretation of the
Connors Mill and Old Gaol buildings and their surrounding sites, as major and
vital tourism assets for Toodyay and the Avon region.
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Toodyay has a particularly vigorous tourism program in train and its tourism
officer is working closely with the curator and volunteers to assist and capitalise
on opportunities arising out of this work. The officer is assisting in linking the
museum'’s interpretation and other programs to tourism events and to the longer
term tourism initiatives being planned. This is dovetailed with its work with local
businesses and in assisting economic development initiatives, which are vitally
needed in rural communities. This approach has been strongly reinforced by the
Shire and its executive as an important dimension of its operations and support
for the local economy.

Observations and Lessons

Some new volunteers have been found and a number of members of the two
historical societies in each town have expressed their satisfaction with not only
the increased pace of progress in conserving and interpreting their heritage, but
with the opportunity to learn from and work with a trained professional. It must
also be recognised that for some volunteers this can be a challenging process.
It is important for parent bodies, local government and participants in the
organisation to keep the long term benefits for the broader community and the
region uppermost as this work unfolds. The work underway at York and Toodyay
in updating the sites and standards of collection and display is of considerable
regional importance.

Interdependence Between Collections and Built Heritage

There is inter-dependence between museums of this kind and the built heritage,
with significant tourism implications. For example, all of these museums are
identified as visitor attractions worthy of product and infrastructure development
as part of the Avon Valley Experience, one of the ‘iconic’ destinations identified
within Tourism WA's Experience Perth Destination Development Strategy. Whilst
this is understood by some local governments, advocacy is desperately needed
to heighten this understanding in the local government sector. Collecting
organisations need support to exploit opportunities and make better and more
developed connections with local governments and agencies with regional
development briefs.

A Complementary Role

The position of curator must be seen as complementary to the contribution of
volunteers, who remain vital. Benefits for volunteers include increased
knowledge, skills and pride in seeing their collections cared for and interpreted
to professional standards. There are, however, adjustments and changes in
museum practices to be made (which are not easy for all volunteers and their
organisations) in having a professional involved with community-based heritage
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collections. With the position in York-Toodyay currently funded on a year by year
basis, it is difficult for local governments, museums and the museum professional
to adequately develop long term plans.

Resources Required to Achieve Best Practice and Contemporary Standards

Positions such as the shared York-Toodyay curator highlight the fact that major
resources and funding are necessary to bring many of Western Australia’s
heritfage buildings and collections to present-day museum/tourism standards.
For many this is beyond the currently available grant-aid. For individual local
government authorities to actively plan for the future growth and development
of their collections and associated programs, they need to see the flow on
effects for residents and for town development. These are often only noticeable
after new interpretation and public programs provide visible and tangible
evidence of change, and when flow on effects through increased visitation and
resident feedback can be measured. Tapping expanded local audiences is a
vital component of this. Much (non-visible) collections management work has to
occur before this is possible; in the case of York and Toodyay this means a
backlog of 30 and 40 years respectively to be tackled.

Advocacy strategies need to stress the importance of long term returns and
community benefits, and lower the expectations for immediate results.

Linking to Local Shire Agendas — Tourism, Town scaping and the Local Economy

The York-Toodyay project demonstrates the advantages of museum
development and care and exhibition of collections being linked to strategic,
business, townscape and tourism plans of local governments, tourism authorities
and business and industry bodies e.g. local Chambers of Commerce.

Museum Assistance Program or Equivalent Needs Expanding

Volunteers and the shared curator all voiced the view that the current Museum
Assistance Program needs to be extended. They stressed that whilst it had been
of great help in Toodyay and York in helping facilitate planning towards a
shared curator, its resources to service a State the size of Western Australia were
inadequate and thinly stretched, with individual museums having long waits for
attention. They also stressed how vitally important the Edith Cowan Museum
Studies Course was in giving volunteers and students of other disciplines vital
training in museum practice. This was seen as particularly critical, given the
limited pool of suitably qualified and experienced museum professionals in
Western Australia.
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General Observations re Local Government and Heritage Development

Discussions with those involved with the York-Toodyay and other models
discussed in this report all highlighted the need for dialogue with the broader
local government sector of Western Australia on the importance of ensuring
preservation of the ‘distributed national heritage’, and the potential benefits to
individual authorities.

There is no one size fits all in local government. Advocacy of a variety of models
will be most effective.

The Kodja Place Model
Origins and Impetus for Establishment

The establishment of the award-winning Kodja Place as an interpretive centre for
the south west rural town of Kojonup is a rich story in itself. It is the result of four
years of intensive work by the local community to define its identity and tell its
story in a way that is honest and unsentimental, but respectful and reflective of
its past and its contemporary character.

An Interpretive Centre Model

Kodja Place is comprised of a purpose-designed interpretive centre. It has a
reception area and shop for local produce and goods, an interpretive centre
with lively exhibitions and displays, interactives which use local voices, and fim
clips and an exterior garden and rose maze. The maze acts as a mirror of the life
experiences and survival stories of three Kojonup women since Federation: one
Noongar, one English and one lItalian.

Kojonup is a farming community with a mix of Noongar, Italian, Maori and white
Australians, predominantly of European and English origin. In 1998 the town
applied for its first grant and opened its doors in mid 2003, after four years of
intensive planning between the white and Noongar communities in the town. It
is both a Centenary of Federation and a Reconciliation Project and has been
planned to not only be representative of its local community but with a strong
eye to tourism as important to the tfown and its economy.

Ideas Before Collections and Objects
In contrast to many of Western Australia’s museums, galleries and keeping

places, Kodja Place began not with a series of artefacts that people wanted to
conserve for future generations, but with the idea of creating a place that would
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tell the story of Kojonup, its creation and its people. This story is not told in one
authoritative voice, but through a multiplicity of voices.

Integrating Indigenous and European Stories

After initial discussions between the non-Indigenous and Noongar communities,
it was agreed that a variety of cultural perspectives and experiences would be
inferwoven into the overall story. This would highlight what life was and is like in
Kojonup for different groups, and what is special for each of them about
Kojonup today. The concept has been conceived in such a way that as this
story continues to evolve, changes wil be reflected in the exhibitions and
programs of Kodja Place.

To achieve this, much discussion was necessary between many members of the
community and in particular between Noongars and others in Kojonup. The
building of relationships between these groups was an absolutely critical factor
in its gradual evolution and success. Discussions occurred in a variety of different
settings including in community meeting places, the bush, in homes, and at local
football matches. Those involved have stressed that this was a lengthy, but vital
dimension of the project and that without the necessary time for trust to
develop, many stories, particularly of the Noongar community, might not have
been told. This would have detracted considerably from the richness and
validity of the overall story that emerged.

The Coordinator of the project, Margaret Robinson, formerly of Kojonup,
highlighted this in the presentation that she and fellow planners and Kojonup
residents, Craig McVee and Penny Young, made to the 2003 National Museum's
Australia Conference:

Just three months prior to the Opening Day some of the most important material
in the exhibition was handed to us — government files on a local Noongar Elder’s
father and grandfather. (Robinson, McVee and Young 2004)

A Local Capacity Building Process - Community Led Curation

The three presenters stressed that the process pursued in developing Kodja
Place ‘put locals in the driving seat’ by adopting ‘community-led curating and
locally-driven project management’.  This enabled them to work within
community in a collaborative way, matching skills and interests to the tasks
required. In addition to community involvement and local skill development,
excellence in design was central to their philosophy.
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Conceptual Framework

They commissioned a conceptual framework and spent the following year
discussing and exploring different approaches and themes about their town and
what life in it was like for different groups, searching for the sub-themes that
displayed the common ground or illustrated important points of difference. From
this came the cues for the teams of volunteers to collect and bring in the raw
display material. This gathering and collection process involved identification of
important objects as well as interviews, oral history collection, and video
documentation.

Local Skills Development

The process also identified a range of other skills, including multi-media expertise,
existing in the community. These were enthusiastically ‘harvested’ for the
project. Enhancement of the new-media and information technology
capacities of the local communities, including web page development, photo
editing, interviewing techniques and data basing, were all part of the process
and the plan for long term sustainability.

What Has Happened
Engagement of Locals and State institutions

The result has been the creation of a new organisation, which tells the story of a
place and people through the expression of a multiplicity of voices and
perspectives, often capturing information that had not previously been shared
outside of particular social and cultural groupings. The Western Australian
Museum has ‘refurned’ and provided a variety of important objects, artefacts
and other cultural materials on an extended loan basis to help reflect the
multiple stories of Kodja Place. The process actively engaged a significant
number of local residents of diverse ages and backgrounds whilst at the same
time generating rich new cultural materials. These include objects, documents,
flm footage and audio-tapes, which all now form part of a valuable new
community cultural heritage collection.

Diverse Age Range of Residents
A number of residents of all ages have developed new skills, which can be

applied in other areas of their lives and in other community organisations. New
working and social relationships have been formed.
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Observations and Lessons

The Kojonup community has had the opportunity to explore at the outset what
stories and issues could be reflected in its new interpretation centre and to
collect cultural materials that highlight its chosen themes. The community has
been able to realise its intention of creating a new experience, which will
encourage visitors to stop and linger in the town. This has spin offs for the local
economy.

Difficult Local Issues Addressed Constructively

Through the process it adopted, the community was able to address difficult and
often contentious issues such as black-white relations in an unsentimental and
constructive way, and therefore take important steps towards reconciliation and
new understandings. It has been able to explore important issues relating to the
biodiversity of the area, land care, Indigenous history and custodianship,
changing relationships between Indigenous and non-Indigenous members of the
community and the contribution and role of European and other immigrants to
the area.

Ongoing Challenges

The key challenges that remain are: training and maintenance of volunteers;
maintaining the quality of exhibitions and programs in the centre so that they are
constantly refreshed and updated; and funding for ongoing programs and
operations. The primary source of finance for the project was the ‘one off’
Centenary of Federation Fund.

The centre now has the critical challenge, as do many locally based
organisations, of building ongoing support from a very limited number of other
sources, few of which are available for ongoing operations and most of which
are structured for specific projects of a non-recurrent kind. If the centre is to
continue to expand its collection, it, like many other collecting organisations, will
then be faced with all the issues of conservation, documentation and storage,
as well as the challenge of finding funding for ongoing monies to enable paid
professionals to work alongside its volunteers.

The Embroiderers Guild of WA Inc Model
Early Beginnings

The Embroiderers Guild of Western Australia was founded in 1969 and is a state-
wide organisation formed around a common cultural tradition or theme. Its
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members are motivated by a detailed interest in textiles, predominantly
embroidered and needlepoint work drawn from fraditions across the world. It is
one of many community-based collecting institutions that is entirely operated by
volunteers drawn from its extensive membership. The Embroiderers Guild
currently has approximately 800 members and is affiliated with thirty-three
groups across the State in both rural and metropolitan locations.

A Collection with a Specific Purpose - Maintaining Crafts, Skills and Traditions

The purpose of the Embroiderers Guild's collection is to give the members of this
extensive network of craft practitioners direct access to a rich variety of
embroidery, needlepoint and textile traditions. The intention of the collection is
to provide a source of inspiration for contemporary practitioners and to foster
and maintain cultural skills and traditions, so that they are not only practiced and
taught within the current guild membership, but can be passed on to others,
including to a younger generation.

Building an Extensive Collection

The Embroiderers Guild's textile collection consists of more than six hundred
works. It includes embroidered items created with a vast array of techniques,
many varieties of lace, knitting, tatting and crochet stretching from the
seventeenth century to 2004. The works are drawn from a host of countries and
ethnic fraditions including from the United Kingdom, Europe, Oceania, the
Americas and Asia as well as including contemporary works from Australia, with
diverse Anglo Celtic works dominating. The Curator of ‘the Guild' has stressed its
interest in further diversification of the collection to reflect the multicultural
character of the State. The collection captures colour design, fabrics, threads
and techniques.

Public Programs — A Vital Dimension

Whilst the Embroiderers Guild maintains a changing display of its works in Walkely
Hall, which doubles as a major workshop venue for practitioners, the primary
focus of the collection is the transfer and maintenance of skills — not only within its
membership but also with a broader public including schools. This is achieved
through an extensive range of workshops and other public programs, including
artist residencies, public and members’ lectures, visits, annual awards and
children’s groups including in school holidays at five separate locations.

Caring for the Collection - A Team Approach

The collection is supported by a Textile Collection Group (formed in 1998), which
maintains the display and is responsible for access to the collection, new
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acquisitions, documentation, cleaning, conservation and research into the
techniques and history of all items in the collection. The group has consulted
with and visited a number of like-minded organisations to research best practice
methods of documentation, storage, display and accessibility. This has included
guilds in other states of Australia, the Powerhouse Museum in New South Wales,
the Victoria and Albert Museum UK, the Textile Museum in Bath, the Burrel in
Glasgow and the Stadsmuseum Textile Gallery in Stockholm, as well as the most
advanced museums in Western Australia.

Professional Training

Many of its members have completed the Edith Cowan Museum Studies Course
and the group has drawn extensively on the expertise and advice of the
Museum of Childhood. It emphasised that this service has been critical to the
Guild in acquiring best practice museum skills and practical knowledge and
capacities in the handling of its collection. It has developed collection and
other relevant operational policies with advice from the Museums Assistance
Program.

Over 25% of members attend groups at the Guild’s headquarters in Canning
Highway on a weekly basis. As a result of seeing the work being done, they are
becoming interested themselves not only in the collection but in the wider
horizons of textiles, volunteering to assist and bringing friends along and donating
items to the collection. (Embroiders Guild of WA 2002)

Significance at the Core of the Collection

The collection is maintained and displayed to professional museum standards
with short explanatory notes which are cross referenced to more detailed notes
available from supporting files and the computerised data base. A ‘significance
book’ is being developed for work in the collection with extensive research on
each item and technique in the collection. In developing its significance
statements and to interpret the works, the Embroiderers Guild has drawn on
Lotterywest funds to employ two textile specialists, one with expertise in lace and
the other in embroidery. The collection is digitised. The Guild has also
established a specialised library available to its members and has a sales point
established at its headquarters through commercial book suppliers. This enables
members, in addition to borrowing books from the Guild Library, to purchase
books on their specialist embroidery and textile interests while attending
workshops at Guild House.
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A Home for the Collection

Guild House is an adapted residential house on Canning Highway. It has been
predominantly financed from the fundraising efforts of the members, with some
of its fit out funded through Lotterywest. It has a multipurpose hall in which its
displays are housed and workshops and meetings conducted, a library, a
collections room, a second wet area multipurpose workshop, a kitchen and
storerooms. Parking is limited and access off busy Canning Highway is difficult for
newcomers. It has toilets and access for the disabled, who take advantage of
this.

The Guild mounts special projects, gives public talks and lectures and conducts
workshops, including for teachers in schools. It has established two groups for
young people. These are JETS — Junior Embroidery Textile Students, and for the
more advanced, the Pins and Needles Group. Members make regular trips to
country affiliate groups, produce a bimonthly newsletter and provide a range of
other community services. A number of its members are, on its behalf, assisting
with the conservation of historical items in the community. These include
restoration of a 19th Century crazy patchwork quilt of the Royal Western
Australian Historical Society and restoration of five vestments heavily encrusted
with silver for the Roman Catholic Archdiocese of Perth. These vestments date
to about 1830 and were possibly used by Bishop Salvado and Griver.

The Guild also participates in local festivals, fairs and other cultural events. |t
regularly advises a variety of community organisations, particularly churches,
and the Western Australiaon Government House Foundation, on embroidered
items. It trains embroidery teachers in country and city locations free of charge.

In addition to its Textiles Collection Team, the Embroiderers Guild operates with
five other sub-committees. These include overall policy, a five year plan,
education, house, library and awards.

Observations and Lessons

The Embroiders Guild has developed highly sophisticated procedures for the
development and management of its collection, which is the only one of its kind
in the State. It has developed an enviable membership base spread throughout
rural and metropolitan Western Australia, which it services through a newsletter,
members visits, co-operative projects and specialist workshops.

Its collection is a vital and active tool in maintaining a rich cultural heritage and
traditions that cross social, ethnic and generational boundaries. To achieve this,
it has conducted thorough research on ‘state of the art’ textile collections far
beyond the boundaries of the State. Perhaps its greatest strengths have been
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establishing a Collections Team underpinned by quality training, which it values
highly along with its vigorous suite of public programs.

The Embroiderers Guild is an organisation with a high level of outreach. It has an
impressive commitment to working with young people and has consciously
established the beginnings of a successful succession plan for its organisation.
This could be emulated by other collecting institutions which are faced with
scarcity and aging of volunteers.

The Embroiderers Guild has a vital interest in making its collection and its new
works created by current members more publicly accessible, and would like to
be able to curate and tour exhibitions. Its challenge is to find the resources and
the volunteer energies beyond those already engaged in running its dynamic
and complex organisation.

Recommendations

4. Work with the collections sector to encourage implementation of national
guidelines and benchmarks, to assist organisations to achieve their full
potential.

Supporting strategies:

4.1 Initiate an education and advocacy program on the benefits of ‘best
practice’ collections organisations and the need for professional staff
for these, with decision makers in local government, other parent
bodies and relevant agencies.

4.2 Encourage greater cooperation and collaboration between
collecting organisations and other cultural and community
organisations.

14. Advocate best practice models and in the longer term, develop a state-
wide Memorandum of Understanding with local government to support
quality collections, operations and facilities.

Supporting strategies:

14.1 Develop, with relevant partners, the production and promotion of a
Cultural Planning Toolkit which encourages local government to plan
for development, interpretation and display of their collections.

14.2 Encourage integration of cultural plans into local government
strategic and business plans.
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19. Resources

Collecting organisations were asked in the Museums Survey to specify what
proportion of their funding is received from their parent body, local government,
the Commonwealth Government, State Government agencies, the corporate or
business sector and from other sources.

Support from Local, State and Federal Government

Overall, 52% of organisations indicated they received no funding from local
government. However, 13% of organisations received all (100%) of their funding
from local government. The average proportion of their total funding received
from government was 29.5%. Most (88%) received no funding from the
Commonwealth Government. In addition, only one organisation indicated that
they were fully funded by the Commonwealth Government. The average
proportion of funding received from the Commonwealth was 5.1%.

In total, 78% of organisations indicated they received no funding from state
government agencies, with 3% fully funded by State Government agencies.
Overall, the average proportion of funding from State Government agencies
was 92.5%.

Parent Body - Financial Support

With regard to their parent body, 81% of organisations indicated they received
no funding. However, 7% received all their funding from the parent body. The
average proportion of funding received from the parent body was 14.2%. The
great majority of organisations (92%) received no funding from the corporate or
business sector. Not surprisingly, the average proportion of funding received
from the corporate or business sector was very low at 0.8%.

Finally, 57% of organisations indicated that they received no other funding.
However, 10% indicated that all their funding was received from sources other
than government agencies, their parent body and the corporate and business
sector. The average proportion of funding from other sources was 22.6%.

Commonwealth the Lowest Funder

The trend is for funding for the organisations o come from local government and
other sources, as well as to a lesser extent from the parent body or state
government agencies. The smallest proportion comes from the Commonwealth
Government and the corporate and business sector.
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For those organisations that indicated they receive other funding, 54% indicated
that this was self-generated funding. A further 31% indicated they received
donations and another 31% indicated they had a grant or one off payment or
some sort of an appeal. The remaining 11% mentioned that it was another
society or body private but not their parent body.

85% of organisations received income from self-generated sources. A further
73% indicated that they had received financial income from grants and only
21% received financial assistance through sponsorship.

The Role of the State via Lotterywest

In Western Australia in 1992, Museums Australia WA, with support from the
Department of Culture and the Arts, was successful in brokering a partnership
with Lotterywest to support the work of community and specialist museums and
galleries. Initially, this was provided in the form of grants for small-scale
equipment and minor capital works in consultation with Museums Australia.
Lofterywest now supports interpretation, conservation and curatorial
developments. This has been pivotal in accelerating development and in
providing community-based collecting organisations with access to professional
expertise, and also in delivering some ‘hands-on’ professional support to these
organisations. This has the dual effect of both speeding up the process of caring
for and inferpreting the collections, and giving volunteers exposure to
professional museum practices and methodologies as applied to their own
collections.

Community Cultural and Arts Facilities Fund

Collecting organisations and local governments will be now be able to access a
new funding program for arts and cultural facilities along with other arts and
cultural organisations and local governments, in partnership with the State
Government. From 2005, the new Community Cultural and Arts Facilities Fund
(CCAFF) managed by the Western Australian Department for Culture and the
Arts will be available for a diverse range of projects. The fund is infended to
support projects which advance artistic and cultural activity through purposeful
and well-planned facilities. Theatre, gallery and exhibition spaces, Indigenous
art and cultural centres and community museums will benefit from this new
program, with competition keen for funds. The fund will support cultural facilities
which aim to increase access and participation in arts and culture.

Projects will be funded to a maximum of one third of the total cost of the project,
subject to funding category limits. Projects that can demonstrate community
need and planning will be encouraged. The Department of Culture and the Arts
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is working in partnership with the Western Australia Local Government
Association to implement this new funding program.

Declining Social Capital

It is clear from consultations with the sector that two issues in particular are
critical in relation to human resources and practitioners in the field. One is the
worldwide trend in declining social capital i.e. the availability of members of the
community to serve the community in voluntary roles. These are not only state
and national but also international trends. Influences include a variety of
workplace changes, entry of women into the workforce, reduced family support
structures, rapidity of urban development and loss of ‘sense of place’. There are
many others. For rural communities the situation is even more graphic, with
changed agricultural practices and amalgamation of farm holdings all
contributing to declining populations.

Human Resources

The second issue is that despite all the best efforts of resource agencies and
professional bodies, the task of not only conserving and managing collections,
but capitalising on these (See also preceding Chapter 7 WA Collection
Environment) is greater than the sum of the available and aging volunteers. |t
now requires professionally trained staff fo complement and support those of the
community if important heritage is not to be lost.

As many professionals have observed, there are parallels with the situation of the
library sector in the late 1950s to early 1960s. This approach needs to be
advanced through partnership with both individual local governments and the
Western Australian Local Government Association, and other relevant parent
bodies. In key regional and tourism areas, partnerships with the tourism sector
and the Western Australian Tourism Industry should also be brokered.

Policy Leads Resource Provision

The absence of an overall policy framework for museum development in
Western Australia has mitigated against greater levels of support being brokered
with the three ftiers of government. As the survey shows, many collections are
highly significant and the significance of ‘parts of these collections’ is yet to be
fully determined. This is ‘work in progress’ needing support and immediate
attention if all tiers of government are to capitalise on these cultural assets for
broader community, social and visitor benefit.
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The synergies between the objects in local collections and with the collections of
the State's leading cultural institutions are two parts of the State’s overall story.

The challenge is now to develop a state-wide policy which underpins both State
and community collections. This policy work needs to be addressed through a
partnership between the three tiers of government, led by the Western Australian
Government but involving the institutions within the Culture and Arts portfolio,
relevant government agencies (e.g. Tourism, Regional Development, Indigenous
Affairs, Lotterywest) and in close consultation with Museums Australia WA, ifs
affiliates, the parent bodies and the carers of these important community
owned collections.

Recommendations

7. Explore new arrangements for funding to better support:
o strategic and long-term planning by collecting organisations
development of high quality visitor experiences
care and management of collections
employment of professional staff
access to heritage specialists
the development of purpose-designed and co-located cultural
facilities
¢ new partnerships with State agencies, eg Tourism, Seniors Interests,
Multicultural Interests, Indigenous Affairs
e partnerships with other collecting organsiations.

Supporting strategy:

7.1 Investigate options for triennial funding arrangements and the
removal of the existing funding ceiling for Interpretation and other
grant with Lotterywest and other relevant partners.

15. Encourage the development of purpose designed and co-located cultural
facilities in partnership with local government and other relevant State and
federal agencies.
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Indigenous Case Studies - a ot of this s duplicate info. Consider cutting one case
study — either Warmun or Warringarri — preferably Warringarri

Case Study 1 - Warmun Arts Centre
The Place

The Warmun Arts Centre is located inside the Warmun community in Turkey
Creek, just off the main road, 200 kilometres from Kununurra. It is comprised of
two buildings. The first is a heritage building, the original Turkey Creek Post,
Telegraph and Ration Office. This building is used to display paintings, has a
small office and also functions as the home of the coordinators.

The Old Post, Telegraph and Ration Office building is tfimber and asbestos
mounted on stumps, high off the ground. Entry is via a steep flight of stairs. This
makes it inaccessible to a number of artists who are frail and in some cases
physically disabled. Underneath the building is an ‘undercroft’ of sorts, although
it is necessary to stoop to enter this area. Some artists use this as a makeshift
painting studio. This area is relatively quiet and secluded, removed from the
main activity and operational centre in the adjacent shed. This area at least
offers a degree of privacy and space to concentrate and reflect on the work,
not possible on the main verandah work areas which are open to the packing,
crating, ochre pounding and visitors.

Next to the Old Post, Telegraph and Ratfion Office is a very large shed with
verandahs on two sides of the building. These currently function as the main
painting and ‘studio’ spaces for artists. This building is also the primary (and
largest) storage area for completed paintings, many of which are held in
wooden racks. There is also a very large space for the packing and crating of
artworks. This is vital as many of the works are of considerable size. Some newer
works, which are part of the collection, are hung on the walls of this area. In one
corner of the shed is a second office, which is essential so that coordinators and
artists needing access to records do not constantly have to run between
buildings and up and down the stairs, although a degree of this seems to be
unavoidable. There is also a secure storage area, which is air-conditioned. (The
air conditioners work intermittently.)

The centre has a good quality four wheel drive vehicle. This is used by the
coordinators for transporting artists to the arts centre and studio and for
collecting art supplies, materials as well as food, as many artists spend a good
part of the working day at the studio. (Centre coordinators have networked with
the diabetes and nursing team to try and assist with appropriate dietary needs of
the community.) There is, of course, no public transport at Warmun and as the
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sun is fierce and a number of the artists are very senior or have young children,
transport to and from the studio is an essential part of operations.

The Purpose

The Warmun Arts Centre was established in 1998 by leading artists of the
Warmun-Turkey Creek community. At the time of writing there were
approximately 400 people residing in the Warmun community. A number of the
artists who initiated the centre were involved in the establishment of Waringarri
Aboriginal Arts but became involved in painting at Turkey Creek in 1979. This art
of mythopoeism (dreamt corroborees) is widely practiced in this part of the East
Kimberley. Indigenous artists received support from the then Mirrilingki Mission for
their painting activities and were encouraged by an early collector of
Indigenous art, Mary Macha. Rover Thomas was compelled to depict themes
from the Guirr Guirr song cycle, which belonged to him, initially painted on ply
board. The centre is wholly owned and managed by the Warmun community
with profits made from the sale of artworks returning to the artists and the
community. The Centre is trying hard to achieve separate incorporation status
to safeguard a healthy financial future.

The Centre operates as a studio for the community’s practicing artists and as a
sales and (very) limited display space. Warmun artists work entirely in natural
ochres and pigments, which are local to the area. Ochre collecting expeditions
along with other ceremonies are interwoven into the lives of the practitioners,
many of whom have important teaching and custodial responsibilities.

Much of the early art in Warmun evolved from the ceremonial boards, carried
on the shoulders of dancers used in the Gija people’s Krill Kril - song dance
cycle.

The painting boards used in everyday dances such as the Guirr Guirr are bold
and cryptic in style, being concerned primarily with ancestral beings or sites of
spiritual significance. From these works a sparse, condensed iconography has
emerged which depicts country either in planar or lateral perspective. (Ryan
and Akerman 1993)

A new generation of artists is now emerging, working with the same materials but
bringing a new vibrancy and freshness to their work. Some works also draw on
ancient rock art references. These influences give the Warmun work a unique
style and signature.

Practitioners
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There are usually twelve to fifteen artists painting on any given day at the arts
centre. They range in age from eight years to very senior artists and custodians
in their late eighties and early nineties. The predominant concern of Warmun
artists is to paint ‘country’ and traditional ‘Ngarrangkarni’ (Dreamtime), as well
as significant historical and contemporary events.

Senior Custodians stressed the importance of the artworks in communicating
and recording ‘culture’ for younger members of the community and the
generations to come after them. The Warmun Arts Centre and its role in sale of
artworks is also seen as a vital tool in improving the economic well being of the
artists and their families.

Warmun Arts Centre employs a coordinator to manage overall operations and a
practicing visual artist (with experience in studio operations).

Policies and Processes

Warmun artists generate between 30-40 artworks per week and in 2004 supplied
artworks for twenty commercial galleries exhibitions, predominantly in Victoria
and New South Wales. Recently, the work of one of the senior Warmun artists,
Lena Nyadbi, has been commissioned for use in the prestigious new museum
currently under construction in Paris and due to open in 2006 — the Musee de
Quai Branly. This project involves six high profile Aboriginal artists from around
Australia and is a partnership between the Australian and French Governments,
the Australia Council and the new Paris museum.

The Warmun Arts Centre is guided by an Artists Committee with a weekly artists’
meeting held. This is a major focus of the week’s activities with up to fifty artists
attending the centre. For efficiency, this is timed to coincide with a pay day at
the Centre. Meetings cover exhibition commitments and opportunities, news
stories, coverage of Indigenous art in Australion art magazines, financial issues
and long term plans such as those for a new purpose-designed building which
will better meets the needs of the artists and their community. The community
would like this building to connect with the landscape and look out across the
creek. They want to interpret and exhibit their permanent collection so this is
accessible to young people (as originally intended by its creators) and visitors.
They are systematically saving for this but as with all remote communities cost of
design and building is huge.

The Warmun Arts Centre has an established statement of purpose, a collection
and a conservation policy. It would like to be able to give more attention to
interpretation of artworks. However, with the current output and gallery
commitments (supply of artworks for twenty private gallery exhibitions in 2004), as
well as the demands of up to 20 visitors a day to the Centre during the dry
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season, this valuable but time-consuming activity is limited by time and staff
resources.

Professional Development

Artfists are keen to extend their skills through workshops and residencies but
because of the volume and scale of exhibition commitments the opportunity to
plan and organise these is limited. The opportunity to visit other arts centres and
interact with artists even in the ‘top end’ of Western Australia and the Northern
Territory is also limited by cost and other distance factors. Galleries do not
always factor in airfares and accommodation costs for artists represented in their
shows and, as many of these are group shows, the problem is compounded.
However a modest number of Warmun artists have travelled to the East coast or
in the case of the Northern Territory, have travelled together by bus to events
such as the Telstra Indigenous Art Award.

The Collection

The Warmun community has a collection of great cultural and aesthetic
significance. This collection was initiated by traditional elders most notably Rover
Thomas (Joolaoma), Queenie McKenzie (Nakarra), Hector Jandany, Madigan
Thomas and Paddy Williams (Jangala). There are also works by Jack Britten. This
collection is comprised of paintings on board, cardboard and canvas, carved
and decorated sculptural wooden and string objects with carved bird-like spirit
beings and other highly significant cultural and ceremonial artefacts. George
Mung Mung's Mary of Warmun, a sculpture of a black Virgin expectant with
child, has been described as powerful and haunting. Each item is precious.
Many relate to the Dreamtime, guardianship of country and Warmun
perspectives and interpretations of Christian creation stories and a spiritual
alignment between Christion and Indigenous spiritually.

Many of the artworks were specifically created for the purpose of teaching
young people their culture and were in fact used by the artists as teaching aids
in story telling and culture lessons in classrooms at Warmun. Queenie McKenzie,
along with a number of other senior custodians, played a particularly pivotal role
in this initiative.

The works have been documented but are currently, for want of a secure and
suitable exhibition venue, locked away in a storeroom. This is accessible only
through an occupied classroom in the local Catholic Primary School. Whilst the
classroom is air-conditioned, the storeroom is not. A number of the wooden
objects are showing signs of deterioration and have a musty smell. The best that
can be said of this situation is that the works are in a secure area and the school
is aware of and has high regard for their cultural significance and value.
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The Warmun Arts Centre is also adding to the Warmun community’s collection
with new works on canvas created by its current practitioners. In particular, it is
concentrating on the collection of works of its most senior practitioners e.g. it has
recently acquired a Betty Carrington work, which details an important part of
Turkey Creek history — the old rodeo site and the bar and jail that were attached.

The consultation process and interest of the Museum Policy Reference Group in
the issues confronting the Warmun community, particularly in relation to the
preservation and exhibition of its collection, has generated lengthy discussions at
subsequent artist meetings within the community. It has also prompted
custodians to bring to the Art Centre, as part of these important and deeply
moving discussions, precious objects in their possession which they see as
symbolic of early European incursions on fraditional lands.

These objects have been held in safe-keeping in private homes and include
neck chains used to tie people (family members) to Prison (Boab) Trees and the
first tin match box found at Turkey Creek on Gija land. In these discussions, the
community has reconfirmed the importance of both historical objects and
artworks in telling their story. It has highlighted for them the importance of their
plans for a new building and the need for this to not only accommodate
suitable studio spaces for the creation of new artworks, but also exhibition areas
to conserve, display and interpret important artefacts and paintings. This would
not only ensure their own children had access to these objects and their cultural
meanings, (as was the intention of their creators), but would also offer visitors to
the region Indigenous perspectives and views about ‘place’ and history.

Other Cultural Activities

The Warnum community continues to be engaged in a variety of cultural
activities including ceremony and dance, collecting ftrips for ochres and
pigments and other cultural observances connected to daily and spiritual life at
Warmun.
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Potential and Aspirations

The community has well articulated plans for a new building which will not only
provide a safe and comfortable environment for creating artworks but will also
include a glassed sleeping room for babies so young mothers can continue to
paint while safely observing their children. Currently they have to leave the
cenfre and return to their homes when their children are tired, often leaving
artwork at a crucial stage of development.

The Chairman of the Arts Committee and an important law and culture man for
the Gija people, Mr Patrick Mung Mung, stressed the importance of having a
building with appropriate exhibition space as well as studio space. This was seen
as vital to ensure that the historic Warmun Art Collection is not only accessible to
its children and others in the Warmun community, but in assisting in the
education of Western Australions about ‘Ngarrankarni’ and the importance of
caring appropriately for ‘country’. This view was subsequently reinforced in
further artist discussions, with the Chairman bringing to the centfre important
historical items related to some of the cataclysmic experiences of his family and
people occurring around European occupation and settlement of the
Kimberley.
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Case Study 2 - Waringarri Aboriginal Arts
The Place

Waringarri Aboriginal Arts is located within the township of Kununurra in
Speargrass Road. It sits in the lee of the majestic landscape feature Thoogyim,
which is a major icon in the town. Immediately adjacent are Waringarri Radio,
the East Kimberley office of the Kimberley Land Council and the Mirima Dawang
Language and Culture Centre.

The art centre is housed in three utilitarion buildings. The first contains two
modest sized exhibition and sales rooms, the second of which, doubles as a
meeting space and place for visitors to sit and read about the artists and their
artworks. This building also has a small reception area and office. The second
building is a large lined shed-cum-warehouse space containing work-tables, a
packing bench and storage racks for completed artworks. It has an
undeveloped mezzanine ared, which could be developed as a permanent
exhibition space for the art centre collection and key artist works. The
verandahs of both these buildings double as the major studio and workspaces
for the centre’s artists. The third smaller building is a work space for the
preparation of artist materials — canvas stretching, ochre preparation and
equipment storage.

Waringarri Aboriginal Arts was the first Aboriginal owned arts centre to be
established in the Kimberley. It began its operations in 1985 and is the longest
continuously running aboriginal owned centre in Australia. Its original brief was
East Kimberley wide but with the development of other centres at Turkey Creek
(Warmun Art Centre), Fitzroy Crossing (Mangkaja) and Derby (Mowanjum Artist
Spirit of the Wandjina), the focus has changed to accommodate artists within
the Mirawoong and closely related language groups.

In addition to Warringarri Aboriginal Arts, two other commercial galleries
specialising in indigenous art are located in the tfown of Kununurra.

The Purpose

Waringarri functions as a studio base for arfists and as a sales outlet. It represents
artists with private collectors, dealers and galleries around Australia. The primary
objective of its artists is to create works that communicate, maintain and express
the Gija and Mirawoong cultures. Passing on Indigenous perspectives of
culture, law and custodial responsibilities for the land to its young people and
the wider Australian community is at the heart of the centre’s operations and
existence.
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The centre was initially formed by a group of artists who included Paddy Carlton,
Rover Thomas and Queenie McKenzie, as a means to ensuring the continuation
of cultural stories as well as providing a source of income for participating artists.
The sale of artworks is a vital source of income for its practitioners.

Practitioners

Arfists range in age from 16 years to people in their late eighties. This includes
painters who work exclusively in natural pigments and ochres. The works
produced are predominantly paintings on canvas, limited edition prints, totemic
sculptures, and decorative items and jewellery fashioned from hand painted
eucalypt nuts. Currently the most senior and high profile artists include Paddy
Carlton, Alan and Peggy Griffiths, Mignonette Jamin, Judy Mengil, Peter Newry,
Minnie Lumai and Phyllis Ningamara.

The Collection

Early in its operation, Waringarri Aboriginal Arts developed an important
collection of artworks and artefacts but a significant number of these works,
(which were predominantly on canvas) have been ‘lost’ from the centre,
highlighting security needs. Two of these works recently appeared in a sales
catalogue on the commercial art market. The loss of these is felt keenly by the
arts centre, its founders and practitioners. However Waringarri has set about
rebuilding its collection for future generations, retaining the first print from each
limited edition series produced by its artists.

Over the last two years the current artists’ committee and its coordinator have
worked to move the centre from a deficit to a profit situation. With this goal, it
has not yet been possible to acquire new works on canvas as part of the
permanent collection. This is, however, a future goal. It is important to note that
currently there is insufficient secure or gallery space in which to display the
permanent collection other than the two exhibition and sales rooms. This is part
of the tyranny of multi-purpose art spaces.

Originally, the centre operated under the umbrella of the Waringarri Aboriginal
Corporation, an organisation that has a diverse portfolio of social, economic
and cultural responsibilities and projects. Since 2000, Waringarri Aboriginal Arts
has been separately incorporated, allowing it to focus exclusively on
communication of culture and arts practice. An important objective of
functioning as a separate entity is the capacity to concentrate on the
promotion of its artists and on their professional development.
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Resources

Waringarri has one full time coordinator funded through DCITA (formerly ATSIC)
and two young Indigenous gallery and office staff (30 hrs). It also employs a 30
hours per week Indigenous person who stretches canvases and crates works,
and a bookkeeper who works half a day per week. Payments to practitioners
occur at two set times per week. Commonwealth funding is on a phase out
basis, therefore putting significant pressure on the Centre to make its retail
activities its predominant concern, rather than the collection and interpretation
of works. This also means there is little time to draw the wider Kununurra
community info contact with the artworks and their meanings. This is unrealised
potential.

Links to Tourism

The Centre interfaces with tourism in a number of ways. It is represented in the
primary Kununurra attractions brochure, in hotel compendia and in the
Associafion of Northern Kimberley and Arnhem Art Centres (ANKAAA)
promotional brochure of Northern Territory and Kimberley Art and Cultural
Centres. It is negoftiating with one of the hotels to display artworks in its building.

Waringarri does not accommodate the coach trade, but actively encourages
art lovers and small group tours with an interest in culture. It has found the
coach frade to be invasive, placing too much stress on artists, staff and facilities,
and rarely resulting in sale of works. The Centre plans to produce a series of
postcards to cater for this sector of the tourism market

Other Cultural Activities

Strong links have been established with nearby schools. Waringarri artists and
Miriwoong Elders prefer to encourage and connect young people to Indigenous
culture through onsite visits to the Waringarri Aboriginal Arts centre to meet with
them. Artists use the artworks to tell dreaming stories and pass on knowledge
about land, culture and history. It finds these onsite visits more fruitful and
culturally appropriate than having its artists make visits to schools.

Warangarri Aboriginal Arts has also participated in cultural ceremonies and
dance and photographic shoots, including at the picturesque Thoogyim — Kelly's
Knob. It organises for its artists to visit group shows such as the Telstra Art Award,
the performance of Mirawoong dancers and musicians in the Sunken Garden
as part of the 2004 UWA Perth International Arts Festival, and the seminar entitled
Contemporary Art Originals — Collecting on the West Coast organised by the
Department of Culture and the Arts. Waringarri Aboriginal Arts has also
collaborated with the Bachelor Institute of Indigenous Tertiary Studies in the
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Northern Territory, with elders and senior artists Peggy and Alan Griffith
undertaking a two-week artist residency.

Policies and Processes

Waringarri Aboriginal Arts has had over seven coordinators in the last six years,
contributing to a significant degree of instability, lost momentum and reduced
public profile for its artists. The current coordinator, in consultation with the
Waringarri Artists Committee, has focused on the development of a series of
practical operational processes and procedures for the cenfre and in re-
establishing a strong public profie for its major and emerging artists amongst
private collectors and commercial galleries.

The centre uses a computer software package used by many art centres to
track the output and sale of works. This assists artists by providing digital images
of their artworks, the gallery currently holding or exhibiting their work, together
with pricing details for each individual work, the commission fee to the gallery,
cultural centre contribution and financial return to the artist.

With new procedures and policies in place, the Committee has targeted training
of young Indigenous people in the administration and management of the
centre as its next priority. (This involves a significant time commitment on the
part of the coordinator, who must balance this against the ongoing
responsibilities of managing the centre.)

A number of the artists are older people, strong in spirit but often fragile in health.
A range of other responsibilities such as provision of tfransport, food, banking and
funeral organisation and other needs are juggled by the art centre coordinator.

Interpretation

Artists at Waringarri Aboriginal Arts would like to be able to provide more
extensive interpretation and documentation of their artworks for the permanent
record. This is seen as desirable not only for their own art collection but also to
accompany works on exhibition and sale at Waringairri.

Only a minimal level of interpretation is currently undertaken; anything more is
beyond the existing resources and capacity of the centre. However, this is seen
as a vital need.
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Professional Development

Waringarri has stressed the considerable benefits gained by artists when they are
able to visit other art centres, exhibitions and educational institutions. Because
of its distance from other centres, even in the Kimberley, the cost of tfravel and
the logistics of organising group travel are inhibiting factors. Organising travel of
this kind is highly time consuming and severely stretches the resources of the
centre. The centre would like to develop stronger links with other cultural
institutions, particularly in relation to artworks that it considers highly significant.

The subject matter, intellectual content and aesthetic style of the work
produced at Waringarri is significant, at both the state and national levels.
Artworks not only focus on the communication of the Dreamtime, custodial
responsibilities for the land and the cycle of seasons, but also address
momentous and sometimes catastrophic events in the history of the Kimberley.
As such, they form a vital record of development in Western Australia.

Waringarri would like to see greater acknowledgment of this through stronger
links with the Western Australion Museum and the Art Gallery of Western
Australia. For example, it would like to see the Art Gallery of Western Australia
collaborate with it in creating a retrospective of Paddy Carlton’s artworks. It
cites his unfolding development as an artist and his relationship with the land
over a period of many years (as captured in his paintings) as no less significant
than that of Western Australia’s prominent non-Indigenous abstractionist painter,
Howard Taylor. It is not aware of the Art Gallery of Western Australia mounting a
retrospective of any Indigenous Western Australian artist's work in recent years.

The Centre welcomed its involvement in the program of the 2004 UWA Perth
International Arts Festival as an important opportunity to promote and
encourage an appreciation of Indigenous (east Kimberley) culture and the
seminar organised by the Department of Culture and the Arts. This also provided
some opportunities for interaction with other artists.

Warringarri Aboriginal Arts has been a catalyst and model for the development
of other Indigenous Cultural Centres, particularly in the Kimberley

Application to Other Media

Artfists at Warangarri are interested in working in other media and would like the
opportunity to extend their artistic skills.

The Western Australian ‘Per Cent for Art Scheme' has provided important
opportunities. The public art commissions at the Kununurra Hospital and the new
Police Station have, for the first time, enabled Waringarri artists to transfer their
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work into other media and to produce paintings and sculptures of an icononic
nature and dimension. It has also enabled them to achieve a wider and
broader community audience for their work outside of galleries and people’s
homes. In the case of the work interpreted in robust and durable Kimberley
stone, this creates natural synergies with the origins of Kimberley rock art. The
durability of the public artworks ensures a longer life for these important works
with cultural meanings.

What Would Help

e An administrator, to enable the arts coordinator to focus on interpretation
and artist development.

e Resources to help build its collection and curate exhibitions.

e A quality exhibition space for the permanent collection with disabled access.

e Stronger engagement with organisations such as the Western Australian Art
Gallery, the Western Australian Museum and tertiary university campuses, to

facilitate inter-artist contacts, museum and gallery practice training and
placements for young Indigenous people.
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Case Study 3 - Tjulyuru (Warburton) Cultural and Civic Centre
The Place

The Tjulyuru Cultural and Civic Centre is located in the Western Desert on
Ngaanyatjarra Lands at Warburton, 600 kilometres east and north of the
Goldfields. It is a 12 hour drive from Kalgoorlie on the Great Central (unsealed)
Road (known better as the Outback Highway), connecting Western Australia to
the Northern Territory. The only other publicly accessible building at Warburton is
the Roadhouse. It is a regional centre for the Yarnangu people who live at
distant points within the Shire of Nggaanyatjarraku, but are part of a single social
system often referred to as the Western Desert Bloc.

The Tjulyuru Cultural Centre, (Warburton Arts Centre) is a purpose-designed
building, housing an art gallery comprised of two adjoining exhibition spaces, a
storeroom for housing some of the major artworks on canvas in the collection
and an all-purpose arts management office. Picture windows in the gallery
frame the desert landscape. Red desert sand and creek pebbles have been
rolled into the polished concrete floors making further references to the unique
environment. The buildings are rendered in soft ochre. They are air- conditioned
and the office also has ceiling fans. Large slub glass panels designed by
Ngaantyatjarra artists are featured. The site itself is of cultural significance.

Development of the Centre was the result of much consultation between the
community and the design architects. Construction in this extremely remote
location was not easy. Locals worked alongside contractors, together
completing the work in nine weeks and within budget. Verandahs shade the
complex and provide outdoor sitting areas.

The Cultural Centre is co-located with the Offices of the Shire of Ngaanyatjarra,
with the Shire’s section of the building separated from the gallery and art
coordinator’s office by a shaded linear courtyard and walkways. The Shire
section includes a shared reception areaq, staff offices, a shared kitchen facility,
the Council Chambers (which double as a meeting room for both the Shire and
the cultural centre), a café (not yet fully operational) and a modest sized walled
outdoor performance space.

Two major historical icons have been integrated into the surrounding courtyards,
which are planted with Western Desert plants. These are a wheel and rim from a
camel cart and a much-loved early ‘mission time' truck. (Both artefacts were
part of Mission Time in Warburton.)
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Art production is undertaken in the community. This is a short five-minute drive
from the Cultural Centre. Many artists prefer to paint at home amongst family
members. Some also paint in a largish and very basic concrete floored
room/studio, which has an old but working air-conditioner. This is attached to
the art coordinator’'s house. The buiding was formerly the Warburton
Kindergarten. Adjacent to this facility is a large shed. This houses a big glass kiln
and includes a large area for packing and crating the commissioned glass and
paintings, and a second storeroom which contains more of the Warburton Art
Collection, including the first set of limited edition prints, which are soon to be
launched. Works from the collection also currently hang in the largest exhibition
space in the Miners Hall of Fome in Kalgoorlie.

The Purpose

The Tjulyuru Cultural Centre has been established to facilitate, house and
showcase the art and culture of Ngaanyatjarra peoples and to create artworks
of enduring value and cultural significance for future generations. It acts as a
catalyst for a range of other arts and ceremonial activities including
performances and multi media activities.

The Practitioners

Somewhere between 200-300 artists from a range of communities on
Ngaanyatjarra Lands have interfaced with the Warburton Arts Project. Some of
these communities now have more locally-based projects such as at Blackstone,
but still come info Warburton to paint from time to time. There are family and
other links.

Arfists range in age from the most senior members of the Ngaanyatjarra
communities to practitioners in their forties and fifties to teenagers. Artists are
producing paintings on canvas and paper, sculptures, glass objects, beads and
a variety of fibre works. Senior Custodian, Mr Stewart Davies, attended painting
classes in Kalgoorlie and infroduced the practice of painting on canvas and
paper with acrylic paints to the Ngaanyatjarra people. These classes were
conducted at Kalgoorlie College and also, at that time, at the Kalgoorlie
regional prison. The lecturer, artist Gary Proctor, was later to become the first
coordinator of the Warburton Arts Project. (Mr Davies is also responsible for the
important painting in the Land and People Gallery of the Western Australian
Museum in Perth.)

Younger members of the community are involved in contemporary music, body
adornment, movement, video and computer graphics. They have recently
undertaken two video projects in association with a visiting linguist from the
Australian National University. Warburton has its own media unit.
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The Tjulyuru Collection

The collection is extremely significant not only in its size and scale, but also in
aesthetic, intellectual and cultural terms. There are over 500 artworks in the
collection. These include: paintings on canvas and paper; traditional artefacts
in the form of carved, poker-worked, wooden sculptures and carrying dishes;
items woven from grasses, emu feathers and other natural fibres such as sandals,
head rings, women'’s apparel, large and small baskets and life-sized figures; slub
glass platters and large glass architectural panels. The making of glass, baskets
and human figures is a contemporary development and these practices have
evolved from workshops conducted in the region. Paintings are often over-
painted giving them many layers of meaning with accompanying levels of
interpretation of each layer being the responsibility of the creator according to
understood and learned cultural protocols.

The fibore and wooden artefacts are in open shelves and the works on canvas
are mostly unframed and hung from suspension racks. Space to move and view
the suspended works is limited. This makes for some difficulties in moving easily
around the collection for curatorial and conservation purposes, for artists to refer
back to their earlier works or for ‘teaching culture and telling history’ to younger
members of the community. There are also storage drawers for prints and other
works on paper.

The Tjulyuru (Warburton) Art Collection is considered to be the most substantial
collection of Aboriginal art in the country under the direct ownership and control
of Aboriginal people. The works have toured globally. Three landmark shows,
which have been curated with important associated publications, are Trust,
Mission Time and Ngayulu-Latju Palyantia - We Made These Things. Works have
toured to Perth (Perth Institute of Contemporary Arts), Sydney (the Australian
Museum and the Powerhouse Museum) and to festivals including the
Commonwealth Games Arts Festival in Kuala Lumpur.  Artists have also
participated in the Opening Ceremony of the Sydney 2000 Olympic Games. A
number of the works are an extraordinary and vibrant record of this major
international sporting and historic event and the perceptions of the artists
attending. They have been recognised through inclusion in the Australian
Heritage Art Award.

The collection represents a significant contribution to the cultural life of the
Nggaanyatjarra people and has raised the State’s and Australia’s profile
internationally.
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As a way of sharing this culture and to generate income without having to sell
the works, Tjulyuru has recently developed a series of high quality Reproduction
Prints. These will be launched and sold over the Internet.

The development of the glass project and the reproduction prints have been
inspired from the very strong desire of the artists and the community to continue
to build their collection and to maintain ownership of this. Glass production,
however, involves significant cost outlays. It is also important to note that the
works have been acquired over a number of years from non-grants income.

Cultural Significance

The works are a visual history and documentary record of a people, their unique
environment, their Dreamtime, custodial, spiritual, social, gender and
generational protocols and responsibilities for life and their lands. In this sense,
the artworks are not seen by their creators as artefacts and commodities for sale.
They are an active interface and contemporary source of reference with a living
and continuously evolving culture. Amongst the paintings there are maps of
‘country’ including original seasonal and ceremonial pathways, as well as
pictorial interpretations of roads constructed across traditional lands ‘in mission
time’, during mineral and pastoral exploration, to contemporary times. The
collection is a cultural legacy of inestimable value. It is the visual record of a
predominantly oral society.

Resources

The Tjulyuru Cultural Centre and Warburton Arts Project has a full time
coordinator with a fine arts background, as well as a retail and sales support
person with e-commerce and information technology expertise. There is also an
Indigenous assistant on CDEP who makes the crates for the glass panels and
does the packing for curated and touring shows or sold works. A shire officer
assists with overview of the gallery and the Warta Shop, which is stocked with
small works on canvas and paper, wooden artefacts, catalogues of touring
shows and publications about Ngaanyatjarra life and land including its
language dictionary.

The vehicle (a battered utility) the centre has access to, is old and not suited to
either the Desert heat, terrain or for providing basic comfort and safety for the
people it fransports, a number of whom are very senior and frail. It also confines
the Coordinator to the Warburton community, as a four wheel drive vehicle
would be necessary to visit artists in other communities in order to meet the
Centre’s wider representational brief.
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At the time Warburton was visited, the Commonwealth (now DCITA) funding for
the centre had been suspended subject to review. Arfists expressed the
strongest concern about this and the fact that other Western Desert centres are
receiving funding. ATSIC previously funded salaries for two positions a year plus
$5,000 dollars for materials. Much of the funding available is tied to arts
production and other Western Desert arts centres, whilst less well housed, are
increasingly more involved in art production and sale of works for economic
viability.

Senior custodians and fellow artists feel that this represents pressure to sell
important culture and knowledge, which should be retained in the community
as a part of current life for young people and for future generations. In an essay
accompanying Ngaylu-Latju Playantia - We made These Things (1999), Curator
Gary Proctor tried to represent these values and deeply held feelings:

Most recent painting coming from Warburton has been drawn from a sacred
Ngaanyatjarra domain and the referencing of the work back tfo these fraditions
takes place more readily than a shift to commodity status. For this reason the
community has chosen to maintain this material as part of the cultural base for
future generations of Aboriginal people. (Proctor 1999)

This tension between collection and production is a very real one and would sit
equally heavily on any major State public gallery or museum. The President of
the Shire and Coordinator of Ngaanyatjarra Corporation, Mr Damien MclLean,
has expressed the view that there needs to be some weight and value given to
the role of the Tjulyuru Cultural Centre and the cultural practices which underpin
it, in contributing to the overall health and well being of the people,
consequently making important indirect savings in State and Federal health and
public safety budgets.

This view is consistent with the position put in the Government's sustainability
strategy and agenda (Hope for the Future — The Western Australian State
Sustainability Strategy 2003) on the role that art and culture can play in social
sustainability.

Other Considerations

Senior custodians and artists also expressed concern about use of their images
and the need for proper respect, negotiation and payment. They cited a
particular instance of disregard of intellectual property protocols and rights in
use of imagery for a branding exercise, where they were neither properly
consulted nor paid. They were also concerned that they have never received
any photographic documentation of the glass panels commissioned from them,
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and involving collaboration with Yamaji artists, as public art works for the
Geraldton Region Museum. They asked that this be attended to.

Conservation

The works are in need of long-term conservation and interpretation plans if the
community is to capitalise on its resources and energise the centre with a
changing public program for both the community and the 6,000 tourists
travelling the Great Central Road.

Governance

Warburton appears to operate with a very informal rather than formal structure,
with the Shire managing the Tjuluru Cultural Centre and its shop on behalf of the
Warburton Arts Project.

Links to Tourism

Because of its remoteness and the fact that the Great Central Road is as yet
unsealed, the number of visitors from outside Ngaanyatjarra Lands to the centre
is limited. This will increase when the café becomes fully operational and when
the road is sealed and connected not only to the Northern Territory but also to
Queensland. It is anticipated that this will dramatically increase visitation. The
community sees the venture as an important part of their long-term plan for
capitalising on tourism and as a potential future source of employment for their
young people. However the centre and its artists continue to actively contribute
to tourism through touring shows and loan of works to other major cultural
institutions.

A website provides virtual or intending visitors to the region with information on
the gallery and the Warburton Art Collection.

Policies and Processes

Artists and senior custodians are in regular contact on more than a weekly basis,
to make collective decisions about the collection, their arts practice, ceremonial
and cultural life. As a predominantly oral society that is remote from other
communities, group discussion and collective decision-making is preferred over
written policies.

The Cenire uses the Association of Northern, Kimberly and Arnhem Aboriginal
Artists (ANKAA) to track the output and sale of work but would like more time to
plan, organise and curate new shows from the permanent collection. The shire
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manages the practical side of transactions from sales from the Warta shop.
DESARTS is another resource agency with which it is connected.

A deed of management exists between the shire and the community in relation
to the management and operation of the centre, which is owned, by the
community.

The Coordinator, as with those at each of the Indigenous Centres discussed in
this report, is required to juggle an extremely large array of responsibilities. This
includes management of the glass workshop, studio base, supply of materials,
transport, tfracking of works, curating of shows, conservation of works and licison
with outlying communities. It also includes active involvement in daily and
ceremonial life including care of elders and support of young people,
organisation of group travel and development of opportunities for artists, young
and old. Training of young people is seen as a vital part of the work.

Potential and Aspirations

The community would like to curate new shows to communicate and capitalise
on the extraordinary art collection and its unique stories. It would like to see this
role acknowledged and valued by governments and the broader community
over and above production and sale of work. It would also like to consolidate
links with existing institutions and extend these to new ones.

The Centre wants to continue to capture, through creative works, important
knowledge and issues for younger people and others to understand and care
for the land and culture, and it wishes to be resourced to undertake this work.

Conservation of the collection is a predominant concern and more space for
this is required.

Training and accreditation for young people is required - because of
Warburton'’s remoteness it is an ongoing difficulty to have an accredited
supervisor/provider to ensure that young people studying and being trained
achieve recognised standards and qualifications.

An appropriate vehicle is required for reasons of safety, efficiency and respect
for the needs and basic comfort of people, particularly senior members of the
community.
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Case Study 4 - Pilbara Pirrmal - A Regional Keeping Place

This Case Study was prepared for the Museum Policy Reference Group in
consultation with Senior Custodians by Greg Wallace, Museums Assistance
Program, and Louis Warren, Manager Aboriginal Affairs for BHP Billiton, April 2005.

This Keeping Place is sometimes referred to by Aboriginal people as a repository
or museum. The Nyamal word Pirrmal, used to describe a traditional place for
holding restricted access special objects, is used throughout this section. In
recognition of cultural and security concerns the location is confidential.

The project to develop and construct this Pirmal involved a close partnership
between a group of Pilbara Elders and BHP Billiton Manager of Aboriginal Affairs,
Louis Warren. This report draws extensively on a paper presented to the National
Conference of Museums Australia in May 2003 by Nyamal Elder, Teddy Allen,
and Louis Warren.

The paper emphasised that it is a story that owes everything first and foremost to
a small group of elderly Aboriginal men who continue to strive for the protection
and management of their community’s cultural heritage, in particular a
collection of significant cultural objects. This material is the physical
manifestation of what they see as one of the most defining aspects of their
personal and cultural identity.

The Place and Location

The building is a modern equivalent of what Nyamal and many other East
Pilbara language groups refer to as a Pirmal. Not so long ago, greater numbers
of Pirmal and associated law (initiation) grounds were in use across the Pilbara.
Over the post contact period and in the face of massive challenges to the
Aboriginal community and their culture, the number of Pirmal and law grounds
in use has declined and many of the locations have shifted.

The Pilbara regional Pirmal functions primarily to better protect and manage a
variety of material culture items that have long been cared for by Aboriginal
people. Itis a place for the storage and management of male ceremonial and
ritual material and the implements associated with their manufacture and
maintenance. It has restricted access with entry only being allowed to
appropriately initiated and (more recently) approved males.

This Pirmal is associated with a nearby law (initiation) ground for many
generations of Aboriginal people from a number of Pilbara socio-linguistic
groups. This particular law ground was the place used for holding the mirtaiyirti
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ceremony, which marked the transition to one of the highest levels of secret and
sacred cultural knowledge and understanding.

The Pirrmal comprises a purpose-built rammed earth building situated in an
isolated location in the West Pilbara. The building was constructed by BHP Billiton
Iron Ore at the request of and in close consultation with Pilbara Elders.

A group of elderly Aboriginal men, on behalf of their wider community,
approached the company through people they knew personally. They saw,
and still see, the company in terms of people and their relationship with them.
This perception is unlikely to be changed by any amount of policy and
guidelines.

On behalf of the company, Louis Warren responded positively; however, this
response was understandably tempered by the fact that this sort of matter,
cultural heritage management/protection, is not really core business. The
company suggested they could play a strong advocacy role in the matter,
supporting them by bringing the elders’ concern to the attention of appropriate
Government Departments, agencies, organisations and bodies who arguably
have a strong role and responsibility in service provision in this area.

The response back from the men was along the lines of:

Yes, well we know that you could probably get someone else to help us
and they might be more appropriate, however, we know you and vice
versa. We don't know those other people as well as we know you. We
have a relationship, you say. If you have a problem you sometimes come
to us and if we have a problem we sometimes come to you. We know of
some of those other people but we also know you. We didn’t ask those
other people, we asked you.

The next point they made is important. They informed us that:
There is a heck of a lot of paper work needed if going through the others,
a lot of waiting and waiting and we still might not get everything we want.
One mob might give us this bit and other that, or one might not. We might
get part of the money in a year or two but not enough to either start or
finish.

Some of the other comments made by these men were:
We don’'t want to have to worry about that because the matter is urgent,
we are getting old and we don’t want to die waiting.

We see how you mining companies work, you do things very quickly when
you want to and have fo.
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Apart from that you have got plenty of money and we haven't.

BHP Billion's support of the community need for a cultural storehouse didn't
happen in a vacuum. It, and the Company’s many other community-based
activities and initiatives, are the result of strong long term corporate policy and
commitments, actioned through a range of programs and dedicated resources
at the community level.

The design and selection of building materials was primarily influenced by the
building’'s intended function and the results of consultation between the
Aboriginal community representatives, architects, builders and BHP Billiton staff.

First and foremost in everyone’s mind was the provision of improved storage and
protection to the mainly wooden cultural items. Protection is needed from
exposure to direct sunlight, rain and wind, as well as fire, insects and animal
activity.

The building was engineered and built to withstand a Category 2 Cyclone.
Locations for the application of chemical termite ftreatments were also
incorporated into the design. This approach has produced a secure building
with a footprint of c0.8m x 12m including a verandah on a concrete pad
elevated c0.5m above the surrounding site. It provides an enclosed and well-
ventilated space, with thick walls, a high ceiling and concrete floor. The
materials and design also aimed to reduce both the temperature and humidity
within the building as well as fluctuations in both. It incorporates a number of
features that provide very effective passive environmental controls drawing on a
careful orientation, thick walls, an insulated roof (using freezer room panels as a
ceiling) and a series of vents at two levels in each of the four walls.

The building’s design and materials result in a stable internal environment. This
can be maintained in even the hottest weather without the use of any electric
power. For example, on the occasion of a visit by a Museum Assistance Program
staff member, the external temperature was above 45C and maxima in the
previous 10 days had all been in the high 30s and above. In contrast, the
internal temperature was in the range of 20-25C. The effectiveness of the Pirmal
is in stark contrast to a visitor centre elsewhere in the Pilbara that relies on a
system of multiple split-unit air conditioners that result in an annual energy bill in
excess of $20,000. The Pirmal also has a number of structural features that,
together with its isolation, provide robust security.

The Purpose

Both Aboriginal female and male secret and sacred ceremonial life is highly
complex and a core cultural value. At many levels it involves the manufacture,
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use and maintenance of a range of items from the very sacred to the utilitarian.
ltems that are regularly in the public domain to items that are rarely or never
displayed publicly and which have a strictly limited audience. The items housed
at the Pirrmal reflect this diversity.

The vast majority of the material is associated with just one ceremonial/ritual
expression of this diversity — the mirtaiyirti. The ceremony, in past fimes, included
the initiates producing one or a number of wooden objects. Up until very
recently the ceremony had not been performed for 15-20 years. The associated
wooden items have not been made for many years.

Policies and Processes

The Pilbara Regional Pirmal is strictly a men'’s business place controlled by Elders.
In the last 20 or so years, but particularly in the last 10, there appears to be a real
phenomenon of cultural resurgence, at least in the Pilbara. The reasons for this
are many and complex, not least of all being the heightened profile and
recognition of the rights and needs of Indigenous people. The working of
Aboriginal heritage and native title legislation in such resource rich areas as the
Pilbara has been particularly important.

In 2001, and for the first time in years, aspects of the mirtaiyirti initiation ceremony
were reactivated at the law ground associated with the Pirmal. However the
physical act of making the associated wooden objects has not been part of the
ceremonial activities.

The push to reactivate the mirtaiyirti came from the remaining men who
originally approached the company to build the new Pirrmal. There is little doubt
that the construction of the new Pirrmal assisted in the reactivation.

The consultative and planning approach taken in developing the Pirmal
recognised and supported traditional notions/models of power and leadership.
By doing so and in being successful, it empowered or further empowered in the
eyes of the community, those elderly leaders who made the cultural storehouse
a reality.

At the time of the initial approach, the primary objective was for ensuring the
ongoing protection of the physical objects. The elders held fears that when they
passed on there would be no one in the community who would understand and
care for the objects. They clearly held out some hope that the community (in
the widest possible sense) would take to the mirtaiyirti ceremony again and
thereby engender the necessary level of appreciation and significance needed
to ensure ongoing community management of the Pirmal and its objects, and
to have the items seen as part of the associated ceremonial context.
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The Collection

The vast majority of the material held at the Pirrmal comprises wooden objects
associated with the mirtaiyirti ceremony. More recently other Pilbara material
has been returned from the Western Australian Museum and other state
museums to the Pirrmal. This has been coordinated by the Western Australian
Museum as part of the Cultural Ministers Council Return of Indigenous Cultural
Property project, funded through the Department of Communications
Information Technology and the Arts. A number of items have been relocated
to custodians in communities in other parts of the Pilbara.

Potential and Aspirations

At the heart of any discussion of the current role of the Pirrmal and its contents is
the value placed by the Aboriginal community on their cultural heritage (in this
case particularly that surrounding initiation practices) and the extent to which
this heritage influences the way people live and conduct their lives.

The whole process of consultation and negotiation, design and construction,
through to the actual commissioning and transfer of items became a vehicle for
re-energising the community not just to the importance of the objects but also to
the cultural context/fabric within which they operate. The revitalisation has seen
the Pirrmal functioning effectively as a repository for the objects and also a
learning place for participants in the mirtaiyirti ceremony. Through these dual
roles the Pirrmal has been a catalyst in cultural revitalisation and rebuilding.

Also of importance to the current and future role of the Pirrmal is the process of
repatriation of cultural and biological material to Aboriginal and Torres Strait
Islander communities from public and private collections, particularly the
repatriation of secret/sacred material.

Potential of This Model and Others to Meet Needs of Keeping Places and Cultural
Centres Elsewhere in Inland and Northern Australia

In most cases custodians hold secret/sacred items used by a specific group in a
particular area. The Pirrmal is very unusual in that it houses objects from across a
large region and has been developed to provide solutions to a unique and very
specific regional need.

While the scale of this partficular Keeping Place is far larger than is likely to be
required for most Aboriginal communities’ collections of cultural material, there
are some principles emerging from this project which may be useful elsewhere:
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e The design of the facility was shaped by careful discussion with the
Custodians to identify the functions of the building and the special cultural
needs;

e The choice of location was strongly shaped by cultural protocols.
Proximity to a traditional law ground was a key element in the success of
the ongoing operation of the Pirmal;

¢ The process ensured the building, its contents, the location and their use
were integrated into part of a living culture;

e The role of a western museum in providing a repository for no longer used
“dead objects” was seen as a bare minimum only. If worst came to worst,
objects would be protected in the right way — but much more was hoped
for;

o Close attention was taken to the need to provide environmentally stable
conditions in a location without electric power;

o Close attention was given to the security issues related to the collection
and the location.

This is not the first Keeping Place to have been constructed in Western Australia.
During the 1970s and 80s, in various parts of the State, several types of structures
and storage containers were provided to communities. The current status of
many of these is unknown and should be reviewed. A number are believed to
have been abandoned for a variety or reasons — in some cases security was
inadequate and thefts occurred.

Other sorts of holding spaces are needed for different purposes ranging from
spaces to hold ceremonial regalia to archival facilities for historically important
records, reports, documents and photos held by Aboriginal groups as diverse as
land councils, language centres and traditional custodians of significant
material. Some require closed places while others need display spaces to be
open to the public.

Notwithstanding the importance of cultural engagement in planning that has
already been emphasised, there are very real environmental issues and a need
forinnovative design solutions central to achieving sustainability.

The challenges to developing solutions for organisations in remote and regional
locations, particularly those in northern and inland areas, have been raised in
Museum Assistance Program issues papers. Clearly processes need to be
encouraged that enable architects, the building industry and cultural
organisations to find effective solutions to the need for environmentally stable
spaces that are inexpensive to operate.

In a number of cases, solutions for Keeping Places may involve use of far more
basic systems such as modified shipping containers. These could be transported
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to a remote site on a fruck and erected under a locally constructed open roof
structure. In other cases needs may be met by use of robust storage boxes.

Discussions with at least one community indicated that the challenge they
faced was not financial but rather to find something that would work — advice
and designs were the main need, not dollars. Preliminary discussions have been
held by the Western Australion Museum'’s Assistance Program with officers from
the Department of Indigenous Affairs, as well as with staff from a mining
company, architects and conservators, regarding the possibility of a joint
partnership project to advance some of these options.
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Case Study 5 - Yamaji Language Centre
The Place

The Yamaiji Region stretches from as far ‘south’ as Dongara and Mingenew to
Coral Bay in the north and Meekatharra in the east, across the Murchison and
Gascoyne. The Yamaji Language Centre is located in Holland St, close to the
town centre of the City of Geraldton.

At the time the Yamaqji Language Centre was visited to prepare this study, it
shared a rental premise, with the Yamaji News, in a neat but modest brick
building which was formerly a medical centre. The building has a reception
areq, eight separate offices, a kitchen and a Board Room. It is air-conditioned
but has no purpose designed storage or conservation facilities. Neither does it
have a sound proofed room for taping and recording. This function is often
undertaken in the Board Room, the quietest and most private space available.
However, this must regularly be vacated to make way for necessary operational
meetings.

As offices are shared, there is no completely private place for interviews for
language collection and taping, which is important when collecting material
that may be culturally sensitive or particular to one family or other special interest
grouping. An atmosphere of privacy and confidentiality is important to this
process.

Purpose

The Yamaji Language Centre was established in 1989 as the Wajarri Language
Project to address the concerns of many Indigenous people in the region that
the Wajarri language was being lost and that steps needed to be taken to
prevent this. It later became incorporated and the Yamaji Language Centre
was established to focus also on other languages in the Yamaiji region. The
Centre’s primary purpose is to retrieve, preserve, maintain and promote the
Indigenous languages of the region.

There are 10-15 languages in the region, with seven languages still spoken. In the
case of three of these, there are only one, two or three speakers still living. The
most widely spoken of these is Wajarri, with four known but little studied dialects.

The Yamaji Language Centre undertakes research and collection of language
information, compiles this into subject and word lists, ‘sketch grammars’ and
other texts. Af the conclusion of each of these stages the Yamaiji Language
Centre produces publications. Where funds are available, the stories of
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individuals are also collected and published, where possible in a bilingual
format. The centre produces publications around special subjects, eg plants
and bush medicines, and writes language books and reading texts for use in
teaching Yamaji languages in  schools. Graphics and illustrations are
commissioned from Indigenous artists to ensure the widest possible use of
Indigenous skills and expertise. Desktop publishing (layout and design) s
performed by Indigenous staff.

The Centre makes regular field trips to build and enhance its archives of Yamaji
language and cultural knowledge so that this knowledge can be drawn on by
future generations and others with an interest in Yamaiji culture. Recently, the
Centre has begun working in video with people who feel comfortable with being
recorded on this medium. This material is then reproduced as DVDs. One of the
Centre’'s major projects is the production and publication of the Wajarri
Dictionary, on which it is currently working. It hopes to have this completed in
2005.

The Yamaiji Language Centre coordinates traditional welcomes to country and
provides a range of organisations with cross cultural awareness training. It works
with the Education Department (Indigenous LOTE) on a two-day training
conference for school-based language teachers and is involved in a humber of
other activities and programs that promote Yamaji culture and language.

The Centre has facilitated and established the Yamaji News, a fortnightly
newspaper, although with the demise of ATSIC and despite the success of the
publication, it is threatened with closure. The Yamaji News is a community
newspaper that provides stories on Yamaiji successes in employment, education,
training, community service initiatives and business enterprise. Yamaji News is
Australia’s longest running Indigenous newspaper, and the only Western
Australian Indigenous newspaper.

The Yamaji Language Centre is strongly committed to the training and
mentoring of Indigenous people and sees this as an important part of its
operations. This fraining involves significant time commitments from staff and
office bearers.
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Practitioners

The Centre currently has a general manager, a receptionist and a trainee
receptionist, two linguists and one language worker (who acts as a liaison with
other language speakers and helps with franscribing and copying tapes). There
are three Yamaiji News staff members who produce the newspaper fortnightly,
including a senior journalist, a desk top publisher and a sales and marketing
manager. At the fime of writing, the Centre had one linguist position vacant.

The Collection

Since its establishment the Yamaji Language Centre has amassed a collection of
approximately 500 audio-cassettes and more recenily video tapes of the
remaining Yamaji language speakers. These recordings consist of information in
languages of the region on cultural practices, family stories, seasonal pathways,
foods, medicines, custodial responsibilities, life before white settlement and the
changes this wrought on the land and Yamaji peoples, loss of children, being
one of the stolen generation, station life, songs and ceremonies.

Most speakers of Yamaiji languages are between the ages of sixty and eighty or
older. School aged children in the Yamaiji region are potentially the new
speakers and are now being taught at school. A huge gap exists between these
two age groups, representing both the stolen generation and the period where
institutions of all kinds (schools, missions etc) prohibited or discouraged the use of
Indigenous languages across the State.

Significance

There is no other centre in Australia with such a comprehensive focus on Yamaji
languages and the nuances and subftleties of Yamaji culture. The Australian
Institute for Aboriginal and Torres Strait Islander Studies (AIATSIS) in Canberra has
been able to provide some information from tapes recorded in the 60s. It
currently acts as a central repository for duplicate copies of language collected.
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Resources

The Yamaji Language Centre has historically received most of its funding from
the Commonwealth through ATSIC/ATSIS and now since its demise, from the
Department of Communication, Information Technology and the Arts (DCITA)
through the Indigenous Coordination Centre (ICC). This funding provides
resources for operational costs including salaries, rental, capital equipment, and
payment for language consultants. The Centre has also received project
funding for collecting and publishing personal and oral histories, including from
the University of Western Australia and the Department of Indigenous Affairs.
Currently, due to a lack of funding, some projects are on hold. In the past, the
Yamaiji Language Centre has also received project funding from AIATSIS and
UNESCO.

The organisation has been informed that it will no longer be able to seek funding
for operational costs for the Yamaji News through the Department of
Immigration and Multicultural and Indigenous Affairs (DIMIA)’'s Public Information
Funds from the new Indigenous Coordination Centfre. The future of this
community newspaper is extremely uncertain as a result of the closure of
ATSIC/ATSIS.

The Centre has three vehicles and one trailer.
Links to Tourism

The Yamaji Language Centre has established a Yamaji Cultural Experience tour,
which is a two day trip accompanied by language speakers and other
significant Elders. The Centre has regular international visitors who come to
enquire about Indigenous languages in the region and purchase publications. It
held an exhibition at the annual Forum Advocating Cultural and Eco Tourism
(FACET) in Geraldton in 2003. Providing information to interpretation centres,
such as Monkey Mia, also link the organisation and its activities to the tourism
industry.

Policies and Processes

In 1992, funding from the Federal Government under the Aboriginal and Torres
Strait Islander Languages Initiative Program (ATSLIP) was gained. The Centre
operates under the direction of the Yamaji Languages Aboriginal Corporation
and has a management committee, which meets regularly to ensure the
smooth running of the Centre and to decide on priority projects.

Currently it does not have a written collection or conservation policy although it
has well-established conservation, archiving and privacy practices.
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It functions as an archive, a community resource and as a collector of language
and ‘culture data’ and information. It also works with families and communities
who want to undertake their own language and cultural activities. Its most
critical concerns are collection and the current uncertainty of funding.

The Cenftre stores its master language tapes in metal security boxes, which are
kept in locked metal security cupboards in the offices of the linguists. It needs a
dedicated storage facility.

It participates in a Network of Indigenous Language Centres (NALC). This group
was formed four years ago to share ideas, concerns and skills involved in the
collection, preservation and maintenance of Indigenous languages.

Potential and Aspirations
A priority project is the completion of the Wajarri Dictionary.

The centre would like to undertake more oral histories to capture the many
extraordinary individual stories of Yamaji people and looks to the publishing
successes of the Kimberley Language and Resource Centre (KLRC) for
inspiration.  (The KLRC is now producing books for adults and children with
accompanying CD ROMs, making language more accessible to greater
numbers.)

Interpretation

The Yamaqji Language Centre would like to be able to apply the cultural
knowledge it is collecting to wider applications and is interested in exploring
partnerships. It was involved in providing advice to the Western Australian
Museum in the development of Indigenous exhibitions for the recenftly
developed Geraldton Mid-West Museum. It also provides information to CALM
for the Monkey Mia Interpretation Centre in Shark Bay, as well as language
information for walking track fliers and other public information pamphlets.

Professional Development

Linguists would welcome closer partnerships and networks with the State’s
collecting institutions.
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What Would Help

More language workers and collectors to record threatened languages as
many speakers are very senior and a number of languages are critically
endangered.

A sound proofed and dedicated space for language interviews and taping
sessions.

Support and resources for oral and personal histories to be collected and an
anthology published.

Greater awareness of the lengthy processes required in language collection
and retrieval.

Security of funding for its operations and an understanding that sale of
products and a user pay approach is inappropriate in the face of
disappearing and irretrievable heritage.

Greater resources to allow for digitising all audio analogue recordings, and to
be able to make copies available to AIATSIS as a secure repository. Currently
the Yamaji Language Centre does not have sufficient funds to fulfil this
obligation to AIATSIS.

An off-site local storage facility for copies of all recordings. Currently these
resources are not adequately protected from fire damage or theft.
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Appendices

The Museums Survey

A survey was developed and distributed to 270 collecting organisations, which
were identified through licison with Museums Australia WA, the Western
Australion  Museum  Assistance Program, the Western Australion  Local
Government Association, Edith Cowan Museum Studies Certificate organisers,
the Office for Aboriginal Economic Development, ArtsWA and the Royal Western
Australian Historical Society.

The Museums Survey examined issues to do with ownership, housing, visitation
and audience base, policies and operations, access to resources, museum and
gallery practices and enquired into the significance and distinctiveness of the
collections in existence in West. Prior to distribution, the survey was piloted with a
small number of museums.

One hundred and forty one responses were received. Data Analysis was
provided by Patterson Market Research. Results can be viewed on the
Department of Culture and the Arts website <www.dca.wa.gov.au>.

Familiarisation Visits

A series of individual visits to a broad range of museums were undertaken, with
the Museum Policy Reference Group visiting en bloc four specific Museums each
selected for their contrasting experiences, contexts, needs and resources. These
were York, Toodyay, Mt Flora and Mandurah.

In total, the Museum Policy Reference Group and/or its Chair undertook
familiarisation visits to:

e Mt Flora

City of Mandurah and the Mandurah Museum

Town of York and the York Museum

Shire of Toodyay and the Toodyay Old Gaol and Connors Mill

The Immigration Museum and Jewish Museum, Melbourne

Museum of Victoria

National Gallery of Victoria — International

The Migration Museum and Unley Museum South Australia

Museum of Childhood, Western Australia

Kodja Place, Kojonup, Western Australia

Western Australian Museum, Geraldton

Greenough interpretation Centre and Greenough Pioneer Museum.
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Consultations

Mr Harry Needham, Independent Consultant Canada

Christopher Till, Director Apartheid Museum & Gold of Africa Museums South
Africa

Prof Donald Horne

Dr Brian Shepherd, Director Of the Museum of Childhood,

Mr Greg Wallace, Western Australion Museum, Museums Assistance Program
Ms Elizabeth Hof, Executive Officer, Museums Australia

Ms Carol Scoftt, President Museums Australia & Powerhouse Museum Sydney
Dr John Stanton, Director Berndt Museum of Anthropology, University of
Western Australia

Prof David Dolan, Curtin University

Ms Faye Overheau & Ms Jan Stewart, Lotterywest

Ms Michelle McKenzie, Policy Officer, WA Local Government Association

Mr Steve Crawford, Tourism WA

Mr Michael Goss, Program Manager, NSW Ministry for the Arts

Mr Martin Hallet, Arts Victoria

Ms Maisie Stapleton CEO and Mr Peter Scrivener, Museums Development
Officer, of Museums and Gallleries New South Wales

Mr Craig Somerville, Indigenous Consultant

Ms Pat Parker, Independent Arts Consultant, NSW

Mr Matt Trinca, Curator and Ms Louise Douglas, General Manager Public
Programs, National Museum of Australia

Ms Sally Craddock, Chair Museum Management Committee, Toodyay

Ms Sue Simms, Tourism Officer, Toodyay

Cr John Gregory President (2004) and Ms Elizabeth Cox Acting CEO, Shire of
York

Ms Janey Dolan, Department of Indigenous Affairs

Ms Ros Lipscombe, Country Arts WA

Ms Cathy Cummins, Coordinator and Ms Peggy Griffiths, Chairperson,
Warrangarri Aboriginal Arts

Ms Jane Tilbury, Arts/Cultural Development Officer, Mr John Scott, Community
Development Coordinator, Mr lan Hill, Deputy CEO and Director Community
Development, Ms Gillian Martelli, Manager Community Services, Mr Nicholas
Reynolds, Museum Development Officer, all of City of Mandurah

Ms Patricia Braute-Nunes, Mt Flora Museum

Mr Louis Warren, Manager Aboriginal Affairs, BHP Biliton

Ms Lesley Buckley, Tweed Heads

Ms Penny Young, Committee Member and Designer, Kodja Place, Mr Craig
McPhee, Chair Kojonup Aboriginal Corporation, Ms Margaret Robertson,
Coordinator Kodja Place

Ms Cristobel Bennett, Curator, Subiaco Museum
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Ms Denise Cook, Claremont Museum

Prof lan Reid

Mr lan McShane

Margaret Birtley, CEO, Collections Council Australia

Ms Sally Anne Hasluck, Museum Consultant

Dr Moya Smith, Head Anthropology, West Australion Musuem

Dr Terry McLafferty, Regional Manager, Kalgoorlie Boulder

Ms Anne Delroy, Acting Head Social and Cultural History, Mr Stephen Anstey,
Curator, Western Australion Museum

Ms Michelle Urban, Jewish Historical and Geneological Society of Western
Australia Inc

Mr Tim Pearn, Coordinator, Ngaanyatjarra Regional Arts

Mr Seamus Andrewartha, Principal Policy Officer, Arts Qld

Ms Clare Francis Craig, Extensions Officer Collections Management, Museum
Assistance Program, Western Australian Museum

Ms Sue Harlow, Regional Museums’ Support Officer, Museum and Art Gallery
of the Northern Territory

Ms Annette Davis, Independent Curator, Albany

Ms Cassandra Zervos, Lecturer Edith Cowan University

Ms Zoe Scott, Museum Development Officer, Museum Resource Centre,
Rockhampton, QId

Ms Carol Littlefair, Curator, York, Toodyay

Ms Rae Woods, Vice President, Ms Patricia Brante-Nunes, Museum Attendant,
Ms Phyllis Robinson, Past President/Curator Mt Flora Museum

Ms Dawn Palin, Local Studies Librarian, City of Stirling

Ms Valerie Cavill, Curator, Embroiders Guild of WA, Ms Liz Gunn, Ms Jeanette
Portman, Ms Vere Fairbairn, Ms Joan Mickle, Ms Edna Giles, Ms Glen Hall,
Textile (Curatorial) Group, Embroiderers Guild of WA

Ms Olwyn Scott Curator, The Lace Place

Ms Michelle McKenzie, Policy Officer, Western Australian Local Government
Association

Mr Patrick Mung Mung, Chairperson, Ms Megan Buckley, Coordinator
Warman Arts Centre, Ms Charlene Carrington, Mrs Betfty Carrington, Mr
Hector Jandany and Artists of the Warman Arts Centre

Ms Jan Eva, President Brookton District Historical Society

Mr Damian MclLean, Shire President and Community Development Advisor,
Warbuton

Ms Albie Vegus, Coordinator Tjulurie Creative and Civic Centre, Ms Lalla West,
Ms Elizabeth Holland, Mr Stewart Davies, Mrs Tingapa Davies of Ngaarantjarra
Lands Warburton Tjuluru Cultural and Civic Centre

Ms Stephanie Hawkins, Manager Association of Northern, Kimberly and
Arnham Aboriginal Artists,

Desart, Association of Central Australion Aboriginal Art and Craft Cenfres.



Services to Collecting Organisations in other States and Territories

Where Agency Services provided to Funding Nature of Support Client /Work Focus
institutions Provided By Funding breakdown
Ongoing or
project
National | Museums Australia | Museums Australia is the Self-funded Annual 2 paid staff Members and stakeholders
national professional through membership 2 contractors | across the museums sector
association advocating on memberships program
behalf of museums and
galleries and supporting the Federal Gov — Three-year
people who work in them at Dept grant
both state/territory and Environment
national levels and Heritage
ACT Museums Australia | Advocacy Totally self- Funding Volunteer- Members and stakeholders
(ACT Branch) Seminars and workshops funded generated based across the collections sector
Exhibition viewings through organisation (museums, galleries, libraries,
Support regional chapters memberships archives etc)
and minimal
charges for
seminars and
workshops
NSW Museums Australia | Advance the interests of Totally self- Funding Volunteer- Members and stakeholders
(NSW Branch) Museums Australia members | funded generated based across the collections sector
and NSW museums, galleries through organisation (museums, galleries, libraries,
and keeping places by memberships archives etc)
providing strategic leadership, and minimal

acting as a powerful
advocate, enhancing the
value of museums, and
developing capacity within the
sector as outlined in the
Strategic Plan 2003-2005.

charges for
seminars and
workshops
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Where Agency Services provided to Funding Nature of Support Client /Work Focus
institutions Provided By Funding breakdown
Ongoing or
project
NSW Museums and Museums and Galleries NSW | Core funding Triennial grant | 10.5 paid Partner and support museums
Galleries NSW is the key development from NSW Gov staff and galleries, the majority in
(MGnsw) agency for the museum and — Ministry of regional and outer metropolitan
gallery sector in NSW. Arts areas
Through its programs,
advocacy and research,
MGnsw works to support the
strategic position and
relevance of museums and
galleries.
NT Association of Provide a variety of services Federal Gov — Annual funding | 7 paid staff Peak advocacy and support
Northern, including advocacy, Dept agency for aboriginal artists and
Kimberley and resourcing, training, referring, | Communication, art centres located in the
Arnhem Aboriginal | promotion and protecting Information regions of Arnhem Land,

Artists (ANKAAA)

(*see ANKAAA
WA)

Indigenous works of arts

Technology and
the Arts

NT Gov —
Arts NT /
Federal Gov —
Australia
Council

Federal Gov —
Dept
Employment
and Workplace
Relations

WA Gov -
Country Arts
WA

Triennial grant

Two year
project

Two year
project

Darwin/Katherine, Kimberley
and Tiwi Islands
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Where Agency Services provided to Funding Nature of Support Client /Work Focus
institutions Provided By Funding breakdown
Ongoing or
project
NT Desart: The Communicating and One third Annual funding | 8 paid staff Provide support services to
Association of networking Federal Gov servicing NT, | Central Australian Aboriginal Art
Central Australian | Advocacy SA and WA Centres
Aboriginal Artand | Intellectual property Two thirds Triennial grant
Craft Centres protection NT Gov —
Administration Arts NT /
(*see Desart SA Project management Federal Gov —
and Desart WA) Resourcing centres Australia
Council
NT Museums Australia | Advocacy Totally self- In-kind support | Volunteer- Provide support to all small
(NT Branch) Seminars and workshops funded provided by based museums, galleries, and
key NT cultural | organisation Indigenous Cultural Centres
organisations
NT Museum and Art Assist regional museums, State Gov — Consolidated 1 paid staff History collections in museums,
Gallery of Northern | keeping places and Dept Natural funds galleries and keeping places
Territory (MAGNT) | community groups by Resources,
providing advice on the best Environment
methods of preserving and and the Arts

interpreting the Northern
Territory's diverse cultural
heritage. Also administer the
Regional Museums Grant
Support Program.
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Where Agency Services provided to Funding Nature of Support Client /Work Focus
institutions Provided By Funding breakdown
Ongoing or
project
QLD Museum and Deliver the combined Funding Negotiated 8 paid staff Queensland’s museums,
Galllery Services services of the Regional provided services and galleries and keeping places,
Queensland Ltd Galleries Association of through the projects and their communities

(MAGSQ)

Museum and
Gallery Services
Queensland is a
non-profit
company, limited
by guarantee, and
Jointly owned by
the Regional
Galleries
Association of
Queensland Inc.
and Museums
Australia Inc.

Queensland Inc. and
Museums Australia Inc.

Information and advice;
training and professional
development; and exhibition
development and touring.

Promote the achievements of
Queensland galleries and
museums through activities
that profile and recognise
their activities.

parent bodies.

QLD Gov — Arts
Queensland

Federal Gov —
Australia
Council

Core funding

Triennial grant
(The Visual
Arts and Craft
Strategy)

Collaborate strongly with the
Queensland Museum
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Where Agency Services provided to Funding Nature of Support Client /Work Focus
institutions Provided By Funding breakdown
Ongoing or
project

QLD The Museum A partnership between the QLD Gov — Arts | Ongoing 6 regional Six regional centres for the
Resource Centre Queensland Museum, Queensland / through officers with MRCN; Far North Queensland,
Network (MRCN) Queensland Government, Local Gov consolidated museum and | North Queensland, Mackay,

Local Councils and partnerships funds heritage skills | Central Queensland, Sunshine
community museums and Coast and Southern Inland
Indigenous Keeping Places. Arts Queensland.
Queensland
The MRCN aims to produce a pays salaries
thematic map of cultural
heritage collections in Local
Queensland, identifying government
significant collections or parts organisations
thereof that tell local stories, pay all other
are regional resources or associated
state treasures. The MRCN costs
also assists community
volunteers to preserve,
interpret and display these
collections for the benefit of
local communities and
visitors.

SA Desart: The Communicating and One third Annual funding | 8 paid staff Provide support services to
Association of networking Federal Gov servicing NT, | Central Australian Aboriginal Art
Central Australian | Advocacy SA and WA Centres
Aboriginal Artand | Intellectual property Two thirds Triennial grant
Craft Centres protection NT Gov —

Administration Arts NT /
(*see Desart NT Project management Federal Gov —
and Desart WA) Resourcing centres Australia

Council
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SA History Trust of Information and advice SA Gov — Dept | Consolidated 2 paid Museums, galleries and
South Australia Accreditation and grants for the Arts funds (history) staff | historical societies
program 1.5 paid
Regional visits 33% self- Funding (cons) staff
Seminars and workshops generated generated
Conferences through visits,
Public Programs encouraging memberships
active involvement in history and sales
Extensive community
program
TAS Museums Australia | Training, seminars and Totally self- Funding 5 volunteers Museums, galleries and
(TAS Branch) workshops funded generated historical societies
through
memberships
TAS Queen Victoria Mentoring, advice and joint Launceston City | Ongoing 97 paid staff | Special projects basis and/or
Museum and Art projects Council funding 94 volunteers | reactive basis in response to

Gallery

TAS Gov —
Arts Tasmania

Annual grant

requests throughout the state
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VIC

Museums Australia
(VIC Branch)

Information and Advice
Professional Development
and Training

Building Better Museums
Grants Program

Museum Accreditation
Program, via devolved funds
from Arts Vic

Advocacy

Communications Network

Vic Gov —
VicArts

Vic Gov —
VicArts

Vic Gov —

VicArts

Vic Gov —
VicArts

Vic Gov —
VicArts

Ongoing
funding

Devolved
funding for
Museum Acc
Program

Devolved
funding for
Regional
Exhibition
Touring Prog
Initiative (6
yrs)

Devolved
infrastructure
funding for
Building Better
Regional
Museums
initiative (4
yrs)

One-off grant
for
Professional
In-residence
Program (2
pilot regions)

1 full-time
Exec Dir

1 full-time
Trainee and
Professional
Development
Manager

1 part-time
Admin Off (4
days)

2 part-time
Museum Acc
Program Off
(3 days)

1 part-time
Insite
Editor/Market
ing Off (3
days)

Membership is open to all
individuals working in the
industry or with an interest in
museums, galleries, botanical
gardens, historic houses,
interpretation centres or any of
the collecting institutions.
Currently have 600 members.
Programs and services are
offered to members and the
industry throughout Victoria.
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VIC Arts Victoria Arts Victoria is the Government Vic Gov — Arts Consolidated
(VicArts) body charged with advising on Victoria funding
and implementing arts policy,
developing the arts and cultural
industries across the State and
ensuring access for all Victorians
Professional in Residence (I Four year Paid staff Strategic cultural heritage
month — | year program) & commitment (current[y 17) | support on a regional scale
Community Liaison Officer (2 through located in
year program) with focus on Community regional
enlivenment of collections Support fund; | museums
and cross organisational pays the and galleries;
partnerships activities. Salary of the supported at
position the local
government
level
New partnership New paid position to facilitate Consolidated 1 new paid Exploring/implementing
between Arts community/social funding — two position recommendations made in a
Victoria & development focused year project recent Arts Victoria study
Department for outcomes eg new programs,
Victorian partnerships and networks
Communities
WA Association of Provide a variety of services Federal Annual 7 paid staff Peak advocacy and support
Northern, including advocacy, Government across NT agency for aboriginal artists and
Kimberley and resourcing, training, referring, | (DCITA) and WA art centres located in the
Arnhem Aboriginal | promoting and protecting regions of Arnhem Land,
Artists (ANKAAA) Indigenous works of arts Territory (Arts Triennial Darwin/Katherine, Kimberley
NT) / Federal and Tiwi Islands
(*see ANKAAA (Australia
NT) Council)
2 year project
Federal
Government
(DEWR)

State (Country
Arts WA)

2 year project
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WA Desart: The Communicating and One third Annual funding | 8 paid staff Provide support services to
Association of networking Federal Gov servicing NT, | Central Australian Aboriginal Art
Central Australian | Advocacy SA and WA Centres
Aboriginal Artand | Intellectual property Two thirds Triennial grant
Craft Centres protection NT Gov —
Administration Arts NT /
(*see Desart NT Project management Federal Gov —
and Desart SA) Resourcing Centres Australia
Council
WA Museums Australia | Advocacy WA Gov — Dept | Annual grant 1 paid staff Museums sector, local
(WA Branch) Seminars and workshops of Culture and (4 days government, education
Regional chapters the Arts p/week) and institutions and interested
Newsletter volunteer stakeholders
Museum award program Lotterywest Annual grant members
Grant program in partnership (Interpretation
with Lotterywest of Cultural
Heritage Grant
Program)
WA Museum Variety of services, including | WA Gov — Dept | Western 2 paid staff Community-based museums,
Assistance information and advice, Culture and the | Australian galleries; historical societies;
Program (MAP); a | training, service delivery with | Arts Museum local government organisations;

program of the
Western Australian
Museum

partners and
regional visits

consolidated
funds;
ongoing;
limited
operational
funds

education institutions;
Indigenous communities
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