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DIRECTOR'S NOTE

After a sellout solo presentation in New York28,2Daniel Walbidi returns this year
to reveal a transition in his artistic practiggoemg in greater depth his personal
beliefs and cultural perspectives — which inyeaigbrounded in the land. Daniel has
never lost the attention of the Australian artehaakd, as was highlighted recently in
the Financial Timesis inspiring art practice is now at the forefbthe global search
for signi cant art outside of the Western canon.

In a powerful interview with Emily Rohr conductatiex this year, Daniel shares
keen insights into his creative practice. He openly discusses the spiritual dimensions of
his Yulparitja/Mangala heritage and how the knge/legnded down from the older
generations has deeply a ected his approachdatirayithe modern world. | urge
youto read this interview and accompanying texts thy Eahr and Lucy Foster.

is year’s exhibition represents a new directiorDfban Contemporary,
coinciding with the move to our new second galeBast 73rd Street. is space
will house curated exhibitions of predominantly livioding Australian First
Nationspractitioners. is expansion of our business sihe®pening of the rst
Daniel Walbidi show last year is a testament tadheentum in his work and the
growing appetite for Australian First Nations arerbroadly.

What sets this year apart is the rare opportonitgét Daniel in person at
thisopening in New York. is exclusive event allowsectdrs to engage directly
with theartist, gaining unique insights into his work amddwOur gallery manager,
Lucy, and | will welcome Daniel and Emily to ow pemary gallery space at 25 East
73rd Street, and we look forward to personallpmiglg you to thigxtraordinary
presentation and opening event on April 25.

We are deeply grateful to Daniel and his primprgsentative, Emily Rohr,
at ShortSt Gallery for entrusting us with this profoundbéidn.

DANIEL WALBIDI D’LAN DAVIDSON
Winpa 2023 (detail) FOUNDER AND DIRECTOR, D'LAN CONTEMPORARY

YURLUPIRTI




FOREVER WITHOUT END:
THE WORK OF DANIEL WALBIDI

Having left a signi cant mark on New York, DanialtMdi
brings with him a unique perspective that explwes
complexities of his ancestral landscapes andlauwdiuatives.
His paintings, adorned with metallic hues andntibmdours,
continue to captivate and intrigue his viewers.

Daniel Walbidi originates from Bidyadanga, a toasta

Challenging conventional notions of ownershipaamd |
Daniel highlights Australian First Nations peroegtof reality
and the importance of acknowledging land. For Dé#redand
is not merely a possession but a fundamental @sipectity
and well-being for his community — If you are bothe land,
you are of the land.’

community 250 kilometres south of Broome and the traditional As Daniel’s paintings grace the walls of our rz@e Bp

homeland of the Karrajarri people. Initially estsdd as
the La Grange Mission, this remote area in Wesistralia
served as a settlement for Indigenous peoplemgidm@m
the desert, many of whom assisted in building stdtlons.

New York, his art and words o er a poignant reoecdin

the importance of preservation and the enduriitigimes of
Australian First Nations cultures. Daniel’s argstitributions
have transcended borders, with his work showcased

Daniel’s upbringing in this diverse environment fostered a deépternationally, including at the prestigious Meilitan

appreciation for tradition and cross-cultural cuiomes.

At sixteen, Daniel embarked on a journey of gefssion
through art, using diverse mediums like wood baadds
old doors. Motivated by a deep desire to exploreriéybe

heasked community elders to join him in his argsiiteavours,

enriching his journey and shaping him into thstasiis today.
As Daniel’s journey unfolds, his art remains dexygd
in his people’s traditional teachings and expesiddis latest
works pay homage to his Yulparitja/Mangala hersitilyevater
emerging as a central theme, re ecting its signeda desert
life. Daniel mirrors the fusion of coastal andtdmsdronments
through an intense colour palette, o ering a vigrahtive of
his ancestral connection to Country.

Museum in New York. His accolades, including tinénma
prize at the 2014 National Aboriginal and Tornest $lander
Art Awards and recognition as one of AustraliasGddlectible
Artists inAustralian Art Collectstand as a testament to his
talent and dedication. In 2019, his signaturelletsta and
video piece were featured in the Desert Rivexitigitien

at the Art Gallery of Western Australia, furthi@ifsang his
statusas a distinguished artist.

LUCY FOSTER
GALLERY MANAGER, D’LAN CONTEMPORARY
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DANIEL WALBIDK EMILY ROHR

Interview with Daniel Walbidi by Emily Rohr
Broome, 12 March 2024

Contemporary art has become very embedded intcahcep
based dialectics, while the tradition you comeiéramre
imbedded in wisdom-based learning that is exjpersamd
layered. Can you talk about this in relation to practice?

Even though people see my art as contemporaybjbet
matter always remains — it is Country and watelegert
people, water is of great importance, and itg isomgs
and stories. It is like a religion for us. is krledge of

water has been passed down to us from our anaedtors

is essential for survival in my Country. Coastplgpeven
know through ceremonies where water may lie deseet
— if they have experienced the ceremonies thaabead
the sacred nature of water. My art comes froiishisy
and real-life experience of desert survival. yreot

of theWestern conceptual world but is very much of the

physical desert world.

Your painting style and understanding of your Cpuvds
taught to you by the old people who grew up lixéng
traditional lives. Why do you think so many of there
exceptional artists? And can you tell us howntloemniyour
perspective and understanding of your subjectatte

ey saw the country di erently. When they say Couynt
it is not land. Respectfully speaking, Westerrigyaopk
hard and they see land as a plot or deeds to &, dwh
it is very di erent for my culture. Western pebplee
milli milli (paperwork) as entitlement to land. kilew
our Country intimately, we know where our landsstar
and nishes, it is part of us, and we are patt efold
people knew every part of it. ey had an encycldigae
understanding, and deep, very real experiencarafy;o
sopaint it with in nite, eternal wisdom and knowledfe
this part of themselves. | always try to bringpéngpective
and understanding to what | am painting.

You speak of the old people, who were extradydgitied
artists, ‘walking di erently’ in the world. Whatdadhis
meanand why was their sense of the world so profound?

D’LAN CONTEMPORARY

ey see everything di erently to the Western systevie
have a very di erent system. ey saw things witery deep
view — it is beyond the physical, it is much deepemore
true to reality in many ways. | know personally geeat
men and women can travel through song. ey carycarr
themselves to di erent places, without leaving kdime
ispart of our Law and culture and is very sacred.

I know people who can be sitting in the Kimberéyravel
right down to the Great Australian Bight, and heoplaces.
We still practise these sacred traditions, dritastl men
and women of high degree with very profound pawers
abilities because they can transcend the limstafidime
physical world by a deep knowing and wisdom &iune
nature of the physical world. | dont think Westeditions
understand this or can really comprehend it. \Wdateris
on a piece of paper, our Law is written in the lahahk

this is the di erence. Paper is easily destrayedaw
withstands all the elements. Western laws chhiigetiahe,
our laws cannot be changed. Probably our cultomredike
Jewish culture, when God gave the commandmewts of h
to live. Our ancestors were given the law ofrtiedad it
cannot be broken.

You have just had one of the biggest group of yoemgoing
through Law (lore). Do you think that traditionaltaral
practice is growing, and why do you think thiseicase?

It is like a religion. If you have no Law, yownabsdy.

| don't mean this as a cliché. It is everythirgtriadition
and custom, and we have no choice but to maintain i
and grow it. It is not just about us, it's aboutland, our
ancestors, and all that was and all that will &éryWto
scrutinise very closely who is choosing to gagthras
the Western system is leading to greed and |asdmgma
people who are not really entitled to learn thebuawant
it to gain money, land and power. We do not weltoese
people. We encourage people who have a more grofoun
understanding of our systems.

How do you think people from other cultures viaw york,
and is there anything you can tell us to givegpeupk
insightinto your motivation for doing such transformative,
powerful paintings?

Like | always say, ‘Be still, be calm, let thénpialk
to you. Listen and watch.’ It is the same philgsoph
old people tell us. e painting will speak, ande@vthe
thingsthat cannot be seen, beyond the physical.

You have an amazing colour sense, and incredibteylour
work, but many people would not see the divefsitlaur

in adesert that you seem to see. Can you tell usbhoate a
yourpalette and what informs many of your extraordinary
colourchoices?

It's like a marriage of the desert and coastal.ih lboth
worlds. e coast penetrates into the desert.dtrsixture of
these two places. My colours are all from theahatoirid.

Weaver Jack once told me that she used dots lmexthinge
is solid. How do you perceive this understanditing afesert
painting tradition of dot painting? Your work igngicate
and layered in its dotting, and | am curious sfttiiches on
Weaver’s understanding of this technique of pgintin

Our culture and our understanding of land and s@sgl
is not a straightforward thing. It is not like ilghway
running through Australia. Our culture zigzags, and
penetrates deep into rocks and lakes and mouhtains.
not so easy to give a quick answer to this questiion
is complex. It is only a very small part of itjrmitates
greater things. Each tradition, in the Aborigioaldy

is di erent, and they are all entwined and poitii¢éo
same things. It is just a technique indicatingpede
understanding of how things really are, whichane le
from our Country, the great teacher.

How do you feel about your pictures being seeexaitolted

in New York, so far from the desert and such a di ewfd?
Do you think that people will see their importarzkrelevance
in this very di erent context?

Well, my main ambition is not only to be a suadessist
but also to be someone who is able to make awecult
known and understood, and to give a di erent petigpe
of what land is to Aboriginal people. e laws of tand
extends to New York. ere is a long tradition thgbuthe
Native American community, who | often think abant|
| often wonder about the First Nation people inrikrae
New York people need to understand this alsthisd |

it is relevant to people everywhere, becausematkall
on the same land, although with di erent traditioms
fundamental laws for existence are all writtéme iland.
My aim is to share our perspective, becausesiiftithe
approach and understanding of Western people. dirgo
born in the land, you are of the land.
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DANIEL WALBIDI
Yulparitja and Mangala languages
born 1983

Winpa 2023
synthetic polymer paint on linen
80.7 x 67.1 inches (205 x 170.5 cm)

D’LAN CONTEMPORARY
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DANIEL WALBIDI
Yulparitja and Mangala languages
born 1983

Winpa 2022
synthetic polymer paint on linen
39.3 x 39.3 inches (100 x 100 cm)

D’LAN CONTEMPORARY
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DANIEL WALBIDI
Yulparitja and Mangala languages
born 1983

Winpa 2022
synthetic polymer paint on linen
39.3 x 39.3 inches (100 x 100 cm)

D’LAN CONTEMPORARY
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DANIEL WALBIDI
Yulparitja and Mangala languages
born 1983

Winpa 2021
synthetic polymer paint on linen
69.2 x 34.6 inches (176 x 88 cm)

D’LAN CONTEMPORARY
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DANIEL WALBIDI
Yulparitja and Mangala languages
born 1983

Winpa 2022
synthetic polymer paint on linen
24 x 18.1 inches (61 x 46 cm)

D’LAN CONTEMPORARY
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DANIEL WALBIDI
Yulparitja and Mangala languages
born 1983

Kirriwirri2022
synthetic polymer paint on linen
31.4 x 11.8 inches (80 x 30 cm)

D’LAN CONTEMPORARY
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DANIEL WALBIDI
Yulparitja and Mangala languages
born 1983

Untitled 2023
synthetic polymer paint on linen
66.9 x 78.7 inches (170 x 200 cm)

D’LAN CONTEMPORARY
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DANIEL WALBIDI
Yulparitja and Mangala languages
born 1983

Kirriwirri2024
acrylic on linen
70.8 x 50.1 inches (180 x 150 cm)

D’LAN CONTEMPORARY
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DANIEL WALBIDI
Yulparitja and Mangala languages
born 1983

Kirriwirri and Mungunkurlu2023
synthetic polymer paint on linen
70.8 x 37.4 inches (180 x 95 cm)

D’LAN CONTEMPORARY
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DANIEL WALBIDI
Yulparitja and Mangala languages
born 1983

Winpa 2023
synthetic polymer paint on linen
70.8 x 37.4 inches (180 x 95 cm)

D’LAN CONTEMPORARY
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ABOUT

Formed in 2016, D’'Lan Contemporary sources, exhibits and
sells exceptional works of art by leading and emerging First
Nations Australian artists in Australia and overseas.

ETHICS

Our mission is to create a transparent and sustainable
marketplace for Australian Indigenous art and to respect and
protect the integrity of the artist, the buyer, the seller — and the
marketplace — from fraudulent sales or unethical procurement.

We maintain strict ethical practices and only exhibit and sell
works of art with a clear line of provenance.

D'Lan Contemporary allocates 30% of annual net pro ts to
centralise and distribute proceeds from art sales back to
Australian First Nations artists and their working communities.

PROVENANCE
Every work of art exhibited and sold by D’Lan
Contemporary has a clear line of provenance.

Documentation we draw upon to establish provenance
includes:

« Community Art Centre certi cate of
provenance/authenticity

Transfer of ownership documentation

* Purchase receipt or invoice

« Inclusion in academic / art historical publications
Inclusion in exhibitions, and exhibition catalogues
(private and/or public institution)
Collection/exhibition inventory numbers (private
and/or public institution)

* Inclusion in auction catalogues

* Documented appraisals

D’Lan Contemporary’s guidance on best practice for
buying Australian Indigenous art is:

CONTEMPORARY AUSTRALIAN INDIGENOUS
ART 1980 PRESENT

All contemporary Australian Indigenous works of art
should be accompanied by documentation linking the
artwork to the artist via their Community Art Cené& or
their primary gallery/representative.

Community Art Centres operate with an ethical focus
and establish their own individual guidelines by wich
all artworks are sold.

Primary market artworks should only be bought from
a Community Art Centre or an o cial artist gallery/
representative.

Secondary market artworks should only be bought with
a source of provenance from a Community Art Centrer
an o cial artist gallery/representative.

MODERN INDIGENOUS AUSTRALIAN ART
1950S 1980

For artworks created prior to the establishment of
Community Art Centres, such as bark paintings,
Hermannsburg watercolours, Papunya boards and
sculptural artworks made for sale, there is less neessity

for Community Art Centre provenance.

However, artworks from this period with no traceals
history are likely to have less market value thanhose
that do — even when an artwork is clearly authentic

Highly desirable provenance for artworks from this
period includes Papunya Tula Artists, Stuart Art Gere
and Maningrida Arts, or a clear link to a primaryallector
such as Geo rey Bardon, Dorothy Bennett, Sandra Le
Brun Holmes or Dr Scougal — who were all active ithe
1950s 1970s.

ARTEFACTS AND OBJECTS 1880S 1950
With artefacts, often much of the important colledon
history has been lost over time. Therefore, proven
provenance can greatly impact value.

Before acquisition, research should be undertakena
ascertain the origin of the artefact or object, anchow
and when it left its country of origin.

Best practice in this segment is to obtain advicerbm
a trusted industry expert before buying or selling.

PROTECTION OF MOVEABLE CULTURAL
HERITAGE ACT

The Protection of Moveable Cultural Heritage Act 1985
(PMCH Act) implements Australia’s obligations undehe
UNESCO Convention on the Means of Prohibiting and
Preventing lllicit Import, Export and Transfer of @nership
of Cultural Property, 1970 (1970 UNESCO Conventipt)
which Australia is a State Party.

The 1970 UNESCO Convention requires State Parties
to ensure that no collecting institution accepts legally
exported items.

The Australian Government administers the PMCH Act
through the Ministry for the Arts. The PMCH Act ragates
the export of Australia’s most signi cant culturaheritage
objects by implementing export controls for objects

de ned as ‘Australian Protected Objects’.

If you have any questions about acquiring or sellig
Australian Indigenous Art, please contact us at:
enquiries@dlancontemporary.com.au
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