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Click on image for a brief exhibition tour and introduction to Myth 
by Ralph Hobbs (2.25 mins)

https://www.youtube.com/watch?v=X1ApyVfnPVI&feature=youtu.be


Historical explanations and cautionary tales – myths – conjure meanings that are powerful and insightful.  
Generationally, they inform and direct the path forward for our society and culture.  In this land, we see the stories 
of the ancients—the Greek and Roman tales of old that were imagined and reimagined in marble and paint—
forming the foundations of the Western tradition of art-making in this country. These perspectives are juxtaposed 
with the eternal longing of the First Nations peoples—their Tjukurrpa (Dreaming) is old and it remains ever strong. 
These stories have survived and have had much to tell us about how to live.  
 
Myth is a dialogue between the stories that make us. The powerful narratives collapse distinctions between time 
and space in a complex interrogation of cultural heritage. The positioning of the exhibited artworks invites an 
investigation into the controversial and conflicting perspectives that shape our collective history.
 
Myth provides us with an array of intoxicating conversations. Blak Douglas’ He’s Only Half the Man He’s Made Out 
to Be (2018) hangs beside Arthur Boyd’s Bridegroom Drinking From a Creek (1959). The paintings are powerful in 
their direct and viscous imagery—their colour and form unique to the artists’ oeuvre. Their personal experiences 
and observations are distilled and representative of their time. They speak of the marginalisation of the First 
Nations peoples and the effect that the purgatory of colonisation has had on the ancestors of the land. The 
dialogue between the two paintings created 59 years apart is poignant and profoundly relevant in a contemporary 
society that seeks a solution for the inadequacies of the past.
 
In a serendipitous moment, the raw songlines of George Hairbrush Tjungurrayi—a direct image from the time 
of creation—speak a similar eerie language to the lines that flow over the epic desert landscape of John Olsen’s 
Flight Over the Kimberley (1997). The artists seek to capture the essence of the life force of this land.  It’s not 
God they seek but some power that is explained and is inherent in the imaging of the landscape of their mind – 
anchored by their own stories and personal guiding mythology.
 
Dee Smart’s Fragmented Leap of Faith (2020) draws both visual and allegorical parallels with Sidney Nolan’s Leda 
and Swan (1960). Smart’s dancing swan, Ella Havelka—the Australian Ballet’s first Indigenous dancer—hints at the 
generational empowerment in the paradigm of high Western art.  The palpable connection to Nolan’s ancient 
story of passion reminds us of the philosophical power of the ancients. Jonathan Dalton’s nod to Poseidon 
captured deep in the lens of a drowned camera, along with the artist’s customary wit, reminds us of the enduring 
legacy of the visual image in the formation of our history.
 
The tyranny of distance and its ensuing isolation permeates Sidney Nolan’s Sandhills Near Birdsville (1953) and is 
echoed in Jason Benjamin’s wistful, enigmatic, big sky landscape. Benjamin reminds us that isolation is not only 
a geographical affliction; it is a truism of which we are constantly reminded in the time of COVID. Delving into 
the natural symbolism of lone trees and distant horizons, the artists illustrate the melancholic longing that is a 
recurring theme in the Australian psyche.

There is no greater legend in Australia than that of Ned Kelly—Australia’s most famous of rogues—immortalised 
in the paintings of Nolan. It was a theme that he revisited throughout his life from the 1940s. Nolan’s Kelly Head 
(1947) is a rare unmasked painting of Kelly. The flat enamel treatment of Ned Kelly’s eyes provides its own mask, 
luring viewers into Ned Kelly’s menacing world. Gria Shead reminds us that mythology can be used as a tool 
to marginalise.  Shead’s haunted painting of Kate—Ned Kelly’s sister ostensibly written out of history—appears 
through the desolate landscape, acting as a powerful reminder of the inequities of the past. Adam Cullen—an 
outsider himself—brilliantly recontextualised the idea of Ned Kelly in the late 2000s.  Part Spaghetti Western, part 
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Camp/Pop hero of the oppressed, Cullen’s chaotic execution is undeniably engaging in its reconstruction of the 
Kelly myth.

Both Nolan and Cullen paved the way for the every day to become elevated. James Drinkwater’s poignant works 
depict both the firefighter and the boxer—characters deeply embedded in his family mythology. Through the 
darkened palette and the bronze patina, there is hope. Extraordinary lives have been an enduring theme in the 
creation of our myths.
   
A collective acknowledgement and sharing of our mythology is the underpinning of a stable society. History 
tells us that the passing down of stories and enduring messages allows for cross-cultural ideas of hope, joy and 
memory.  An understanding of past and present stories can provide a flaming torch in the darkness of a world in 
flux.

Ralph Hobbs
August, 2020

Myth is on show at Nanda\Hobbs, Chippendale until 22 August 2020.



2009    
Synthetic polymer paint on linen    

153 x 183cm 

UNTITLED

GEORGE HAIRBRUSH TJUNGURRAYI



DOCUMENTATION

Member of the Pintupi language group, George Hairbrush Tjungurrayi was born in 1945 and 
is the youngest of three brothers, each of them highly regarded artists in their own right.  His 
late brother Yala Yala Gibbs was a founding member if the Papunya art movement and Willy 
Tjungurrayi is recognised as a prominent artist from the Western Desert. 

While George Ward Tjungurrayi ‘s works echo the painting style of Papunya Tula Artists of 
the Western Desert, he has established his own distinctly minimalist style.  The linear fields 
of his desert landscapes are rippled with mesmerising ebbs and flows.  Tjungurrayi illustrates 
topographical points of ancestral land through use of a refined colour palette and earthy 
tones.  Depicting sites of cultural significance, his works convey Indigenous stories.   
 
With the inclusion of his works in exhibitions such as the Biennale of Sydney 2018, Tjungurrayi’s 
works are acknowledged as eminent within a context of contemporary Australian art.  In this 
way, Tjungurrayi’s works traverse cultural boundaries, sharing Indigenous tradition and practice 
with a colonised Australia. 

2000 
Synthetic polymer paint on linen    

153 x 183cm 
Verso:  

 Papunya Tula Artists cat. no. GT200006101

 
Provenance:  

Painted at Kintore in June 2000
Papunya Tula Artists, Northern Territory 

Utopia Art, Sydney
Private Collection

Scott Livesey Galleries, Melbourne 
 

Exhibited:  
George Tjungurrayi, Utopia Art, Sydney, 2002

Papunya, D’Lan Contemporary, New York, 2020

UNTITLED

GEORGE HAIRBRUSH TJUNGURRAYI 
BORN CIRCA 1947



1997    
Oil on linen 

198 x 198cm framed

FL IGHT OVER THE K IMBERLEY

JOHN OLSEN



DOCUMENTATION

1997    
Oil on linen 

198 x 198cm framed 
 

Provenance: 
Private collection Sydney 

Axia Gallery, Melbourne, acquired by the present owner in 1997
 

 

FL IGHT OVER THE K IMBERLEY

JOHN OLSEN 
BORN 1928

Imbued with earthy hues, Olsen’s desert works rely on the expressive painterly qualities to 
take viewers on a journey of discovery. This expansive painting speaks of the vastness the 
Kimberley from the air. Capturing the Australian landscape from above, in much the same way 
that Indigenous Australian artists have depicted this country, Olsen’s aerial representations 
of the land bolster the notion of storytelling. As viewers embrace Olsen’s intricate map, 
they become fundamentally aware of the land’s dynamism and contradictions. Through his 
evocative art, Olsen powerfully and masterfully captures notions of beauty even where beauty 
would not previously have been thought to exist.



2009 
  Oil on linen 

118.5 x 133cm framed
 

Provenance: 
Private collection Melbourne 

Private collection Sydney

GALAH AND MOON,  CENTRAL AUSTRALIA

JOHN OLSEN



2018    
Synthetic polymer paint on canvas 

   130 x 105cm 

HE’S  ONLY HALF THE MAN HE’S  MADE OUT TO BE

BLAK DOUGLAS



2018    
Synthetic polymer paint on canvas    

150 x 180.5cm

#ASSIMILATE

BLAK DOUGLAS



DOCUMENTATION
BLAK DOUGLAS 

BORN 1970

Prolific visual and performing artist Blak Douglas investigates the ongoing colonial suppression 
of Indigenous culture in a dominant white-Australian context.  Born in 1970 to a Dhungatti 
Aboriginal father and an Irish-Australian mother, Adam Hill adopted the name Blak Douglas 
to reveal both parts of his ancestry.  In this way, Blak Douglas navigates the complexities 
surrounding being an Indigenous man with Caucasian heritage in the twenty-first century.

Heavily influenced by his grandmother Clorine Morthem, a victim of the Stolen Generation, 
Blak Douglas’ practice acts as a protest against Indigenous injustices.  Blak Douglas trained in 
illustration and photography before becoming a painter.  His Modernist Pop appropriation of 
traditional dot painting serves to unsettle traditional expectations of Indigenous art.  His rich 
colours, dark outlines and diagonal lines are at once a visual seduction as well as a complex 
assemblage of politics.  By embracing contrasting colour palettes of orange and purple, and 
black and white, Blak Douglas powerfully conveys the social complexities inherent within 
Australian’s political landscape.  Themes of truth, irony and parody permeate his work.  Often 
comical and slapstick, Blak Douglas’ uncensored works embody a resistance to the cultural 
hegemony of Australia.

Blak Douglas was awarded the Kilgour Prize in 2019.  He has also been a Wynne Prize finalist as 
well as Archibald Prize finalist on numerous occasions.



1959    
Tempera and oil on board  

98 x 135cm framed

Not For Sale

BRIDEGROOM DRINKING FROM A CREEK   

ARTHUR BOYD



DOCUMENTATION

Arthur Boyd’s late 1950’s seminal Bride Series is a tale of morality and forbidden love—an 
extraordinarily powerful and provocative discourse set uniquely by Boyd in the forboding 
Australian bush. The bride and bridegroom’s plight, deemed by birth (the well-aired theme 
of star crossed lovers) is to exist on the margins of society. They live in neither one place nor 
another—Boyd presents us with a uniquely Australian social purgatory. 

Rich in texture and symbolism, this painting is a beautiful example of Boyd’s profound ability to 
connect the rich allegorical narrative of the European tradition with the poignancy of the post-
war Antipodean condition—which was beginning to address the crimes and inadequacies of 
the past colonial injustices.

1959    
Tempera and oil on board  

98 x 135cm framed 
Signed lower right

Not For Sale

Provenance:  
PAC collection, Sydney 

Leonard Joel, Australian British, New Zealand & European Historical Paintings etc., Melbourne, 16/04/1986, Lot No. 130 
The Estate of the late Dr. Gladys I. Hallows. E x Collection: Mr Lex Aithen, London. 

Exhibited:  
Victorian Artists Society Galleries, Catalogue number 14. Zwemmer Gallery 1960 Catalogue number 8 The South Yarra 

Gallery, 1966
Arthur Boyd : Brides, Heide Galleries, 9 November 2014 9 March 2015

 
Literature: 

Arthur Boyd by Franz Philipp. Refer page 260 The Bride Series 1957/9 Catalogue number 9.29.

BRIDEGROOM DRINKING FROM A CREEK   

ARTHUR BOYD 
1920 – 1999



2020 
Oil on canvas 

89 x 78.6cm  

THE F IREFIGHTER

JAMES DRINKWATER



DOCUMENTATION

James Drinkwater’s evocative works are inscribed with personal memories and family 
myths.  A fearless storyteller, Drinkwater’s practice captures poignant histories through his 
elaborately textured pieces.  At first glace, his intense application of paint shows a richness and 
confidence, while a closer inspection of his works reveals certain vulnerability – dichotomous 
traits reminiscent of the subjects he illustrates.   
 
Drinkwater’s abstractions are rooted in figuration and tell the story of his uncle, Greg, a typical 
working-class man from Newcastle.  As a gifted athlete, Greg went on to become a highly 
regarded rugby player and a boxer of national standing.  His strong work ethic was driven by 
hope for an easier life.  Yet underneath his bravado and fearless demeanour lay an underlying 
sensitivity that manifested itself in poetry writing.  Greg found solace in alcohol and one 
evening after having fallen asleep on his friends’ couch, the house had caught alight.  Greg’s 
friends managed to survive by climbing out of the bedroom window but when fire fighters 
finally gained entry, they found Greg’s burnt body on the stairs.  He had selflessly tried to 
rescue his friends upstairs and had died a martyr and hero.   
 
Drinkwater’s exploration of his uncle’s legendary story has become a cathartic and self-
enlightening process.  As an artist, singer and songwriter, Drinkwater draws deep connections 
between his uncle and himself, and the prolific manner in which they each have expressed their 
artistry.  His multi-disciplinary works provide a tripartite portrait of powerful men with shared 
traits – his uncle, the fireman and the artist himself.   
 
Drinkwater has been a Wynne Prize finalist on numerous occasions and in 2014, was awarded 
the Brett Whiteley Travelling Scholarship.  His works are held in major public and private 
collections both nationally and internationally.  

JAMES DRINKWATER 
BORN 1983



2019    
Bronze    

Edition of 12    
28.5 x 13 x 9cm 

(book not included)

BOXER I I

JAMES DRINKWATER



1947    
Ripolin and enamel on composite board  

95.5 x 83cm 

KELLY HEAD

SIDNEY NOLAN



DOCUMENTATION

Kelly Head, ripolin and enamel on composite board was painted in 1947. It is rare in its 
unmasked, more introspective look at Ned Kelly’s steely persona. The use of flat enamel 
paint in the whites of Kelly’s eyes creates an intense stare that mimics the gaze through the 
iconic iron mask. Nolan’s treatment of both the skin and bushrangers’ clothing is delicate and 
consistent with his methodology at the time.  
 
Nolan’s tale of Ned Kelly’s exploits stands at the pinnacle of myth-making in the Australian 
visual arts. Nolan’s Kelly has become so intertwined with the Australian psyche, that his 
imagery is often reached for when illustrating the exploits of the Kelly Gang.  
 
This work was included in the significant 2007-2008 retrospective of the artist at the Art Gallery 
of NSW, as well as the renowned Sherman collection. 

SIDNEY NOLAN 
1917 – 1992

1947    
Ripolin and enamel on composite board  

95.5 x 83cm 

Provenance:  
Private collection, Sydney 

Sherman Collection, Sydney 
 

Exhibited:  
Sidney Nolan Retrospective exhibition, Art Gallery of NSW,  2 November 2007 - 3 February  2008 

Nanda\Hobbs Exhibition of works from the Sherman Collection,  November 2013

KELLY HEAD

SIDNEY NOLAN



2009    
Acrylic on canvas    

183 x 183cm 

KELLY ON HIS  HORSE

ADAM CULLEN



DOCUMENTATION

2009    
Acrylic on canvas    

183 x 183cm  
 

Provenance: 
Private collection, Sydney 

 

Exhibited:  
ADAM CULLEN: Iron Mask,  The Ned Kelly Series,  Black Rat Projects,  22 - 29 July 2010, London. Presented by Dr Ken  

McGregor 
 

Literature:
Cullen, Adam & Hobbs, Ralph & McGregor, Ken, 1959- & Black Rat Projects (2010). Adam Cullen : Iron mask : the Ned Kelly 

series. Black Rat Projects, London

KELLY ON HIS  HORSE

ADAM CULLEN 
1965 – 2012

An archetype of Australian folklore, the legend of Edward ‘Ned’ Kelly has become a well-told 
tale in Australian culture.  At once Australia’s infamous outlaw, bushranger, cold-blooded 
killer and larrikin, Ned Kelly wreaked havoc on our colonised land.  Typically depicted and 
arguably re-propelled into stardom by Australian painter Sir Sidney Nolan in the 1950’s, 
Cullen’s contemporary adaption of this epic myth challenges conventional historical accounts, 
weaving into the story ‘sex, drugs and guns.’2  An iconoclast of contemporary art, Adam Cullen 
dismembers and appropriates this Australian fable, imbuing it with his eccentric personality.   
 
Heavily influenced by the 1990’s grunge art scene in Australia, Cullen’s works reflect a context 
of humour, rage and dysfunction.  Cullen strips away the Australian landscape, substituting 
it with a psychedelic colour-palette.  His coarse application of paint is reminiscent of the 
harsh Australian landscape.  His candy-coloured background is adorned with thick black 
brushstrokes, creating a fiercely raw and expressive portrait of Kelly on his horse.  The 
artist often draws deep connections to his dark subjects, providing his works with a quasi-
autobiographic edge.  Widely celebrated for his dramatic and evocative works, Cullen was 
awarded the Archibald Prize in 2000.  Moreover, as one of the youngest artists to exhibit a 
retrospective exhibition at the Art Gallery of New South Wales in 2007, Cullen’s works, much 
like Ned Kelly’s myth, have become national treasures.

2
Ralph Hobbs, “Sex, Drugs & Guns: Cullen Does Kelly,” in Adam Cullen: Iron Mask: The Ned Kelly Series (London: 

Black Rat Projects, 2010), 3.

Kelly On His Horse, 2009 was exhibited in ADAM CULLEN: Iron Mask,  The Ned Kelly Series at 
Black Rat Projects in London in July 2010. VIEW CATALOGUE and exhibition essay by Ralph 
Hobbs.

file:G:\Shared%20drives\marketing\ARTISTS\A%20Group%20exhibitions\2020\MYTH\ADMIN\cullen%20catalogue.pdf


 2020    
Acrylic and Ink on paper 

 80.5 x 99cm framed  

KATE KELLY I I

GRIA SHEAD



DOCUMENTATION
GRIA SHEAD 

BORN 1972

Rooted in colonial and postcolonial theory, Gria Shead’s artistic practice powerfully challenges 
traditional patriarchal story telling.  Acknowledging that Australian history privileges a 
dominant white male narrative, Shead re-tells Australian legends, creating a new mythology 
inspired by those traditionally forgotten – both Indigenous peoples and women.   
 
Motivated by her investigation of women in early Australia, Shead’s Kate Kelly series offers 
a powerful recontextualisation of Australian icons.  While the story of Ned Kelly has become 
ingrained in Australian mythology, lesser known is the story of his younger sister, Kate.   
 
At fourteen years of age, Kate Kelly began enduring hardships.  On 15 April 1878, she was the 
victim of a sexual advance made by Constable Alexander Fitzpatrick of the Victoria Police, 
who came into the Kelly household to arrest her brother Dan for stealing a horse.  Refusing 
to tolerate the unwanted advance, Kate Kelly allegedly shot the constable’s hand – a pivotal 
moment that would propel her family into Australian folklore as controversial figures.  It is these 
stories of powerful women that Shead so successfully captures.   
 
In Shead’s striking portrait, Kate Kelly wears the Kelly gang’s helmet.  She stares front-on, 
fiercely and fearlessly, ready to take on the world.  Cognisant of the gender imbalance inherent 
within our society, Shead’s portrayal of female heroes fosters an acknowledgement of women 
as significant contributors.



2020     
Oil on Linen    
121x137cm 

TWO JAPANESE TOURISTS V IS IT  POSEIDON OF MELOS

JONATHAN DALTON



DOCUMENTATION

Artist Jonathan Dalton is a student of the school of theatrical realism—as he coins it. His 
fastidious attention to detail is not to satisfy an artist’s skill in replication of life, but rather, to 
explore the space in-between our physical reality and photography. 

Dalton’s practice is a study on painters that stage the hyperreal—the relationship of 
objects and their inherent meaning—often embedded with hierarchy, dictated function 
and personalised memory. Dalton creates a delightful narrative of wittisms and visual play 
which has seen him a three time consecutive Archibald finalist and tightly collected by key 
international and Australian collectors. He was acclaimed by Art Collector Magazine as the 
best acquisition at 2018 Sydney Contemporary under 10k. 

In Dalton’s Two Japanese Tourists visit Poseidon of Melos, the artist delves into the place of 
cultural tourism, (a concept that has existed for centuries) and the making of mythology born 
from the lens of the camera. Profound in the dissemination of ideas—the pace of our myth-
making and the cross-pollination of ideas and appropriation of stories is at an ever-increasing 
rate.

JONATHAN DALTON 
BORN 1977



1960    
Ripolin and enamel on board 

98 x 128.5cm framed

LEDA AND THE SWAN

SIDNEY NOLAN



DOCUMENTATION

Sir Sidney Nolan’s evocative series, Leda and the Swan, relies on Greek mythology to convey 
an epic love story.  First displayed at London’s Mattiesen Gallery in 1960, the exhibition 
became a watershed moment for Nolan in the recognition of his abilities internationally.  
Purchasers of the exhibition’s works included Her Majesty Queen Elizabeth II, Sir Kenneth 
Clark, the Earl of Drogheda and Agatha Christie. 

Nolan’s series evokes visual poetry, at once profound and insightful when understood in its 
entirety.  Embedded in Greek mythology, the work depicts the god Zeus who, enchanted 
by Leda’s beauty, has disguised himself as a swan in order to seduce her.  Here, Zeus 
acknowledges the power of the swan - used often to depict Aphrodite, goddess of love - in 
his efforts to win over the beautiful princess Leda.  In Nolan’s portrayal, the swan triumphantly 
outstretches his elongated neck, leaning towards Leda in a powerful yet comforting embrace.  
While Leda initially refuses the swan’s advances, she eventually succumbs to the swan’s 
feathered allure.  The two gracefully drift through deep waters in a courtship dance until Leda 
waits expectantly for her companion’s caress.  With paint drips bleeding into the swan’s neck 
and the darkness of the sea seeping through its wings, Nolan elegantly exaggerates the waters 
depth as the two figures glide in and out of visibility.  Nolan described Leda as ‘a nude figure 
being overcome by some force… being overwhelmed by god.’1   The unification of these two 
beings depicts notions of confrontation and romance through movement.  By embracing this 
imaginary world, Nolan offers an alternative interpretation of life itself.  

1
Gavin Souter, “An Artists Who Stood in the Acid,” Sydney Morning Herald, September 7, 1967.

1960    
Ripolin and enamel on board 

98 x 128.5cm framed 
 

Provenance: 
The Collection Mr and Mrs George Rodan, Sydney. (Purchased in circa early 1970 at Sydney Gallery)  

Private Collection, Melbourne
Private Collection Melbourne.

LEDA AND THE SWAN

SIDNEY NOLAN 
1917 – 1992



 2020    
Acrylic on linen    

3 Panels - Dimensions variable 

 FRAGMENTED LEAP OF FAITH

DEE SMART



DOCUMENTATION

 2020    
Acrylic on linen    

3 Panels - Dimensions variable 

UNTITLED

DEE SMART 
BORN 1964

Dee Smart’s A Fragmented Leap of Faith offers powerful insights into the racial discrimination 
and social exclusion suffered by Indigenous peoples since colonisation.  As the oldest culture 
on this land, for over 60,000 years, Indigenous practice and culture has relied on dance, 
ceremony and song to tell stories.  Despite this rich history, Indigenous peoples have failed 
to be welcomed into the classical ballet, which historically, has been emblematic of an elitist, 
white culture.   
 
Depicting Ella, the first Aboriginal dancer accepted into the Australian Ballet, Smart’s works 
provide a shocking insight into the struggles that Indigenous peoples must endure in an 
attempt to permeate an inherently elitist western culture.  Many of Smarts’ portraits depict 
subjects wearing a tudor-style collar and here we see Ella wearing a tutu of a similar style. 
Notably, Ella’s vintage 1970’s headdress and tutu are from the Australian Ballet’s production of 
Swan Lake and had previously only been worn by white dancers.  Ella’s ironic embodiment of 
the white swan serves as a harsh reminder of entrenched cultural norms.   
 
As a re-imagining of an ancient Irish myth – Children of Lir, Swan Lake’s mythical story of magic, 
romance and tragedy empowers Smart’s narrative with a deep spirituality.  Smart embraces 
multiple panels; the first, a half-faced portrait of Ella, the second, her torso and tutu and the 
third panel, featuring her arm and tutu.  The shape of Ella’s arm simultaneously symbolises a 
broken wing and a swan’s head, unconsciously echoing Nolan’s Leda and the Swan.  These 
fragmented body parts tragically reflect the fragmented histories and opportunities of 
Indigenous peoples, but similarly reveal the qualities of love and acceptance, found in both 
Swan Lake and the Children of Lir.  Smart’s artwork has found itself temporally situated in a 
climate of virulent political activism in response to systemic racism embedded not only in 
Australia’s cultural fabric but on a global scale.

Smart’s works have achieved notoriety for their pop sensibility and dynamic palette.  In 2017 
and 2018, Smart was selected as a finalist in the Archibald prize.  In addition, Smart has also 
been a finalist in the Paddington Art Prize and, recently, the 2019 Portia Geach Memorial 
Award.  



1962 
Oil on board 

137 × 197.5cm framed 

THE LOVERS

ARTHUR BOYD



1962 
Oil on board 

137 × 197.5cm 
signed lower right: Arthur Boyd 

 

Provenance: 
The Estate of Yvonne Boyd, New South Wales. Mossgreen, Melbourne, 24 June 2014, Lot 62. 

Private collection, Melbourne 
 

Exhibited:  
Arthur Boyd: A Collection of Work to Mark the 70th Anniversary of his Birthday, Australian Galleries, Melbourne, 

24 July - 14 August 1990, cat.17 

THE LOVERS

ARTHUR BOYD 
1920 – 1999

DOCUMENTATION

Forming part of his renowned Bride series, Arthur Boyd’s 1962 oil on board, The Lovers, offers 
an eerie insight into Australia’s troubled colonial past.  Boyd’s Lovers motif is widely recognised 
as an exemplar of Antipodean modernism.  His symbolic painting tenderly depicts two life-
sized lovers – a dark male figure and a white female – intertwined to form one new being.  

Stemming from Indian tantric principles and highly reminiscent of the Buddhist Yab-Yum, 
where the male deity is sexually entwined with his female partner, Boyd offers viewers a 
melded figure of man and woman in a sexual embrace, envisioned in an Australian context.  
The amalgamated form becomes an amorphous body, reminiscent of a four-legged spider.  
With an abstracted and expansive backdrop, the haunting landscape becomes an overt 
reminder of Australia’s dark history.   Looming behind the seemingly ill-fated lovers is the 
menacing presence of a splayed-legged third figure in a darkened backdrop.  This figure, 
one of Boyd’s characters making a re-appearance from another work in his Bride series, 
Nude Figure Washing (1961), appears to foreshadow death - perhaps a ritual washing before 
a slaughter.  The ominous presence of this third figure could alternatively be viewed as the 
female spider readying herself to devour her male partner once the coupling act has been 
completed.  

Boyd’s iconic Bride series offers the viewer powerful insights into the nature of physical and 
spiritual love, shown here in his hauntingly beautiful piece, The Lovers.



2020 
Oil on primed handmade pape 

60 x 79.5cm  framed 

UNTITLED

JASON BENJAMIN



2019-20 
Oil on primed handmade paper 

31.5 x 55.5cm

WE’RE ALL  ON THE LONG ROAD 

JASON BENJAMIN



DOCUMENTATION

For over two decades, Jason Benjamin has been recognised as one of Australia’s most 
prominent landscape artists.  With his aesthetic rooted in romantic tradition, Benjamin’s 
whimsical landscapes draw viewers into a deeply evocative world.  His depictions of the 
Australian landscape are imbued with a sense of longing and nostalgia.  Foreboding clouds 
mute his bright blue sweeping sky.  Benjamin’s portrayal of the sepia land is comprised of 
condensed tiny brushstrokes, embracing abstraction and repetition to add nuance and depth.  
With his decision to omit human life, Benjamin’s isolated landscapes powerfully capture 
feelings of solitude.  Here, Benjamin invites viewer contemplation of the Australian country, as 
his works pay homage to the spirituality that is inherent in our land.  

Benjamin has been a multiple Archibald Prize finalist.  His extensive solo-exhibiting career, 
along with his major touring retrospective has allowed his works to find their homes in the 
National Gallery of Australia, the National Gallery of Victoria and the Parliament House 
collection, as well as numerous private collections globally.

JASON BENJAMIN 
BORN 1971



1953 
Ripolan and enamel on board    

107 x 136.5cm framed

SANDHILLS  NEAR B IRDSVILLE

SIDNEY NOLAN



DOCUMENTATION

1953    
Ripolan and enamel on board 

107 x 136.5cm framed 
 

Provenance: 
Agnews, London  

Private Collection (Douglas) Melbourne  
Sotheby’s, Fine Australian Art Auction, Melbourne, 04/05/2004, Lot No. 71.   

Flotta Lauro Collection, Sydney. Private Collection, Sydney,

Private Collection, Melbourne. 
 

SANDHILLS  NEAR B IRDSVILLE

SIDNEY NOLAN 
1917 – 1992

One of Australia’s most influential modernist artists, Sir Sidney Nolan is widely recognised 
for his depictions of the Australian outback.  A visual mythmaker, Nolan’s evocative paintings 
of the Australian experience have shaped the way we view this country.  Nolan travelled 
extensively in Australia, viewing the country by air, rail, road and sea.  While traversing the 
country desert, the powerful narrative of the Burke and Wills expedition remained in the 
forefront of Nolan’s mind.  He felt an overwhelming sense of gratitude to these pioneers and 
successfully sought to mythologise them in this now famous series on Burke and Wills first 
painted in the late 1940’s.  

While not part of the series, Nolan’s Sandhills Near Birdsville portrays the harsh landscape 
that these early explorers would have experienced along their journey from Melbourne to the 
Lake of Carpentaria, through the now Birdsville region.  Understanding that Australia’s history 
combines the paradoxical relationship between European explorer and Indigenous land, 
Nolan delved deep into the past to provide clarity on the present.  As a result of his extensive 
travels, Nolan was able to capture and celebrate the beauty of the Australian desert, paying 
homage to its colour and form.  In this work, the earthy hues of his surf of sand hills are sharply 
juxtaposed with the moody sky.  

Nolan’s striking compositions and bold brushwork rejects naturalistic tendencies, suggesting 
how myths and stories shape our understanding of place.  His naïve and poetic works of local 
landscapes have left an enduring influence on Australian art and history.
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SIDNEY NOLAN 
1917 – 1992

The 80-metre cascade of the Fitzroy Falls is one of several spectacular waterfalls in the Morton 
National Park near Bundanon. Nolan visited the Boyds at Bundanon on the Shoalhaven River 
throughout the 1970s. In 1985 he purchased jointly with Arthur Boyd the adjoining ‘Earie Park’. 
Both properties have since been made over as a gift to the people of Australia.
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Born in Pintupi country, Wentja Morgan Napaltjarri relies on rich iconography to convey her 
cultural heritage.  Forced to flee their ancestral lands after European settlement, Napaltjarri 
and her family travelled the land, following the footsteps of the Emu Men of Tingarri cycles.  
With the dry land dominated by sandhills, their knowledge of hidden sources of water guided 
their journey.  The family eventually reached Haasts Bluff, where Napaltjarri met her husband, 
Ginger Tjakamarra.  After finally relocating to Papunya, Napaltjarri started painting under her 
father, Shorty Lungkata Tjungurrayi, one of the original founders of the Western Desert art 
movement.   
 
Napaltjarri’s distinctive style of painting relies on repetition to illustrate important rockholes 
where her family camped.  Surrounding her roundels is a mesmerising field of intricate dots.  
As Napaltjarri works, she sings about the land, and the melodies of her songs are translated 
into the vernacular of her paintings.

Napaltjarri’s works have been exhibited in important Australian and international exhibitions, 
such as Masterpieces from the Western Desert in London in 2003.  In addition, Napaltjarri’s 
works have been included in significant collections, such as the National Aboriginal Art and 
Culture Institute in Adelaide, as well as the Kerry Stokes and Thomas Vroom Collections. 
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Born in 1935 in Yumara, Nyurapayia Nampitjinpa (also known as Mrs Bennett) later moved 
to Kintore where she became influential in the development of the Haasts Bluff and Kintore 
women’s painting camps.  Nampitjinpa painted her mother’s Dreamings, which are connected 
to the significant site Punkilpilli – near Docker River on the West Australian Northern Territory 
border.  Her deep connection to women’s culture has greatly shaped her practice, with her 
designs often depicting women’s ceremonies and rituals.  Nampitjinpa’s portrayal of the rich 
desert country echoes imagery used for body painting during the inma ceremonial dance.  

Nampitjinpa’s profound individualism; her unique style of painting and distinctive mark making 
have been celebrated as groundbreaking in contemporary art.  Her prolific works are included 
in the collections of the National Gallery of Australia, the Art Gallery of NSW, the Art Gallery of 
the Northern Territory, the National Gallery of Victoria, Artbank and in corporate and private 
collections internationally.
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