Australia’sAboriginal Art M ovement

An indigenous culture emerging from poverty throagh

"The art means to carry on our stories, to knogelbngs to my family and it belongs to
my father and grandfather, so that everyone cawlafmut us, so we can carry on, so our
kids can carry on forever, even when we're gonenddeindigenous people can know
about us in the future, how we fought to keep allituce strong for the sake of our
children's future. The art is about who you beltmagbout what country you belong to,
it's about the only way you can know and other$ kmibw too. Our art has got to be
protected because it belongs to individual peoptetheir families. It is their belonging, it
belongs to their group so it must be treated niggng. The art movement should be really
strong the way it's going now and we should be ikggeip stronger. We got a lot of strong

people in our communities. Those artists are stedrgut their art.”

- Valerie Napaljarri Martin, Chairperson of Desar0262004
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Introduction
Our exploration of non-market factors in the cohtEinternational business strategy leads us to
the question: How might the international art camnity lift Aboriginal Australians

(“Aborigines”) from generational poverty traps?

To begin our analysis, we interviewed Rena and MbRulido, Australian nationals living in
Chicago. In 2007, the Pulido’s founded an arteggltalled Aboriginal Art Collection (“a2c”)

as a means to focus their passion for native Aliestrartwork. The gallery “aims to promote
and support Australian indigenous artists to enableindigenous people to embrace this rich
culture and to engender increased knowledge ofespkct for Australia’s unique heritage.”

a2c purchases the majority of its aboriginal artwfoom various art centers located throughout
rural Australia. These art centers serve as digion cooperatives and represent the interests of
their local aboriginal community. Since there aver 400 different aboriginal languages, and
even more distinct peoplgfor the sake of this paper, we shall refer tortimy aboriginal

groups as one whole community. Beyond the galieigtus on promoting the culture through
artwork, our inquiry focuses on the economic beaefihich accrue to the community as a result

of relatively new global demand for visual repraaéions of their unique heritage.

The aboriginal art movement has been gaining appéaiernational art markets. Natural
forces of the art economy have helped promote Alig® aboriginal culture and thereby bring
needed funds to various local communities. Likaynadigenous cultures around the world,
the Aborigines have historically existed as a nraatized group with little in common with
mainstream society. As “a rising tide floats albks”, the beginnings of the 2tentury presents
an avenue toward convergence for this particulangr In modern economies, huge capital
flows and complex investment schemes has creatgtetrdous personal fortunes. Throughout
the 1990’s and continuing today, technological etioh and financial market innovations has
created an unprecedented number of millionairesdbdhanaires. Accordingly, both
institutional and individual investors have scoutteel globe in search of alternative vehicles of
investment opportunity. It seems many believe theye found one vehicle in the art economy
as evidenced by the remarkable amounts of new mibmeing into western art markets.

Accordingly, this excess wealth, shepherded bycitieenry of developed nations, creates such



Australia’s Aboriginal Art Movement Page2
A culture emerging from the poverty trap through ar

demand for culture as to enable the inherent madeaboriginal society to serve as a sort of
capital in its own right. Captured in their artipAustralian aboriginals have begun to use their
cultural capital to gradually increase per capitaoime and creep toward a more “normalized”
quality of life.

Aboriginal History - Setting the poverty trap

In 1788, British settlers arrived in Australia, andl872, gold was found on the aboriginal land
which led to the encroachment of British coloniaati The British brought disease, staged
aboriginal massacres (such as the Coniston Massat828), and appropriated land and
resources, which cut the population in half byehdy 20" century. Australian Aborigines were

treated in a similar manner and scale as thattbofenBlorth Americans.

The British also forced their culture and valuest@ Aborigines, sending them to camps where
they were to be “civilized”. Children were forcjlemoved from their families and placed in
church missions or other “white” establishmentamneffort to “protect” them. In reality they
were sent as a means of forced assimilation, stigpihem of their aboriginal culture. The
children taken from their families have been ref@no as “The Stolen Generatidh’a group

that has begun to receive public attention in 1980.

This harsh treatment ultimately produced an extreet@f adverse conditions leading to high
incidence of alcoholism, drug abuse, unemploymedtragh levels of school drop out rates by
many in the community. In Australia, per 2001 eendata, the average gross household income
for indigenous persons is 62% of that of non-indmes persons; the life expectancy of
indigenous persons is 18 years less than non-indigepersons; and Aboriginal population
comprised 22% of incarcerated persons while onigartsing 2.2% of the country’s

populatiort® Refer toAppendix 1 for additional statistics. These adverse sodablitions of
inescapable high poverty levels, plaguing heallbes, and disproportionate levels of Aboriginal
incarcerations further perpetuate distorted viefub@ir culture. Anecdotally, it is clear that
cultural degradation and social ostracism has chosmy Aborigines to be ashamed of their

heritage. As a result, attempts at assimilatrenf@aund to be particularly challenging.
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It wasn’t until 1948 that Aborigines were grantétizenship in Australia. However, citizenship
did not lead to equality. In 1971, the Australa@urts ruled in the Gove Land Rights case that
Australia was “empty land” prior to British settlent. As a result of this decision, the
Australian government successfully stripped therigioes of their land right claims. See

Appendix 2 for further information on the land rights movertgen

The British discovery of Australian gold essenyiaét in motion a vicious cycle of poverty and
communal decline for the native inhabitants of appal land. The ensuing land grab and
resource appropriation was modernized by the 19uit clecision and effectively codified
conditions perpetuating their status at the bodrustralia’s social strata. While this
fundamental economic support has been institutipanied to the aboriginal community, it is
clearly not the sole factor keeping the group miredoverty. Arguably, their own cultural
norms and general presence in remote areas obtherg contribute significantly to persistently
poor quality of healthcare, poor nutrition, higliolence of disease and other social maladies.
Not only are the Aborigines at the bottom of Aukdrasociety, their subsistence is well outside

levels considered acceptable for most all mainstrgiwbal communities.

The Beginning of the Art Movement-— Creating trade with the outside world

Ironically, also in 1971, the aboriginal art movernbegan at one of the camps established by
the Australian government. In that year, Geoffreyd®dn, an art instructor, encouraged
aboriginal children to paint stories of their cuitas a mural on the exterior school wall.
Traditionally, Aborigines pay tribute to their aule and environment through sacred ceremonies
which include painting on their bodies, rocks, amthe sand but not on transportable surfaces.
These ancestral stories are called “dreanfftagid tribal artists are only allowed to depict derta
stories based on their birth rights. Age is oftidinction of the level of depiction available to
the artist; the more ceremonies one has partidgatehe greater honor that the community
typically bestows on an individual. Hence the meail that artist may convey in representing
a particular “dream”, or aspect of the communityistorical beliefs and cultural identity. On
this occasion, the mural project became a largenwamity affair with the elders providing
detailed narratives and authority for selectiomnists and the depiction of particular

“dreamings”.
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The Papunya community gained much attention fomhbeal, and Bardon soon began supplying
them with acrylics and canvas on which to painl19@2, the artists began to receive
commissions to create artworks on transportablaunegdlike canvas. Since then the artwork
has gained a substantial following for its higmsiards and style. Today the work created in
Papunya is found in many public galleries, museunssifutions and collections in Australia and
overseal” Aboriginal art in Papunya established an offiétam of aboriginal trade, a sort of
currency the community could share in order to ioht@eded resources like healthcare not

previously provided in abundance.

Values of the aboriginal art market have been esirg since its inception. In Timothy
Pascoe’s report to the Australia Council, the mifiteeaboriginal artwork equaled $2.5 million
(AUD) in 1979-80. At that time, sixty producingramunities were in existence. This
represented 5,000 artists, and 80 to 90% of tiroak ended up overseas. The market for
aboriginal artwork in 2002 was estimated at $106300 million (AUDY" Other statistics show
that aboriginal art has increased its total valéiold while non-aboriginal art has increased its
total value 8-fold by 2007 (indexed to the art nediik 1993). In addition, the aboriginal art
market increased at a 25.7% compound annual raiks mon-aboriginal market increased at
16% for the time period 2001 to 2007

Art Brings Pride — Ending the cyclicality at home

Many aboriginal communities are located in descdagas of Australia that do not have fertile
land to cultivate for farming, and the communité@e not suitable for manufacturing. These
areas have few other employment opportunities cangmunities are essentially living in
poverty, being supported by government welfareusTlart can often be their only means of self-
generated economic development, and art seemsdioebef the few revenue producing

activities making an impact on the poverty in thgions.

According to Bernadette Eggington at the Australiamde Commission in the Northern
Territory, art plays a significant role in aborigltife. It is not only a means of transfer of

information, but also an important source of setieem, energy, enthusiasm, pride and hope
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For example, a client of a2c inquired about acqgia larger version of a particular painting.
The mere inquiry created great excitement for thista The artist happened to be in transit to
the airport to fly to a UN function when he heafdre request. Upon (unfortunately) missing
his flight, the artist rushed home and startedtpagrthe larger piece before even knowing if the
painting would truly be sold. Joel Newman, the iBass Development Manager with the
Australian Trade Commission in LA, describes thgchslogical impact of selling art by
Aborigines. He says there is added dimension dgueal growth for the artist knowing that the
artist’s work is valued by someone very far awagr(f the artist's community) and that a part of
the artist's life is now being shared in this véayaway placé There is evidence that the joy

created through art center growth also helps teease the retention in schools.

Community and Art Centers —Organizing for shared benefits

Many of the local communities have created cooperatrt centers to assist in the business
operations of their small art economy and to ingugoup members from negative influences.
The Lockhart River Art Center (“Center”) is a wghown example of what an art center can
accomplish for a community. The Center, estabtishel 995, has been able to provide financial
independence, jobs, international recognition aadel to those associated with it. The Center is
focused on promoting the traditional aboriginalterd; being a keeping place for the culture as
well as helping encourage artists to further dgvéézhnical execution of their wdfk In

keeping the culture alive, elders have a strongirothe Center as they have the knowledge in
tradition and history of Lockhart River. They p#sis on to the next generation by telling stories
and teaching the traditional ways of living. A earoup of about ten artists known as the
Lockhart River Art Gang have gained internatioraagnition. The artwork helps to link the
past and future by essentially keeping the truaiceilalive while economically growing the
community. The profit from the artwork keeps then@r running and also helps to solve the
social problems within the community. Over thetga® years, the Center has averaged annual
revenue of $750,000 (AUD) and distributes two-thicd its income to artists

Cecilia Alfonso, the art center manager for the Mlarrlangu community at Yuendumu, has
lived in aboriginal communities for the past 6 yeaBhe confirms the art centers have been

almost the only source of income outside of goveminbenefits. The lack of income sources is
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placing an assault on the communities, but thaelps to strengthen the people and the culture.
The art centers are an important part of the conityas the artists do not have to pay for any of
their supplies and are provided lunch each dajesetare paid for by the art center’s portion of
sale proceeds (the artist personally receivesye lportion from the sale proceeds as well).
Additional profits retained by the art centers directed to community projects such as building
a community swimming pool, employing a dialysis ot person, and a series of additional
health projects. The art center also helps tosuppe travel of their artworks to exhibitions
which further promotes the art, culture, and respéthe communitiesln aboriginal

communities, Western concepts, such as individigggrty, do not apply, so the profits
generated by an artist are dispersed willinghhtrtimmediate family and other members of the

communities who are considered part of an extefa®ady.

At least 110 art centers, like Papunya and LockRastr, are open in Australia and are typically
owned and operated by Aborigines. Alone, artistslal have a hard time reaching the world
beyond their community, but together, through coaipee work efforts, the art centers facilitate
the artists’ development as well as the distribubbtheir art. The centers have also organized
into four regional larger bodies: ANKAA, Desart, luts, and UMI Arts. These four peak
bodies are advocacy and support agencies for indigeartists in the various areas of Australia.
Each group strives to improve the livelihood of #imriginal communities and to promote their
cultures.

Government and Non-government Organization Involverant —Larger support

The Australian government has also created progtaruster the aboriginal art movement.

The National Arts and Craft Industry Support (“NAC) is a government program that provides
direct funding to indigenous art centers with tlhgecotive of building these centers into

profitable and sustainable operations that produnckdistribute works of artistic excellence.

The NACIS assists art centers to (1) strengthemigance and business management practices;
(2) provide artists opportunities to develop antéed their professional art practice; and (3)
provide art workers opportunities to develop tipeafessional skills and experiefite The
organization’s objectives as detailed in the “lmgtigus Art Centers, Strategy and Action Plan”

states that the organization will reach its obyedithrough closer coordination between the
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federal and state/territory funding agencies. 087208, the NACIS was petitioned for $17M
(AUD) in funding, but only $7.4 million (AUD) wasvailable, which required the program to
selectively allocate its funéfs Besides government programs established to stihyeo
aboriginal art movement, the Australian governmmatle amends to Australia’s indigenous
people for its past wrongdoings when Kevin RuddnBmMinister of Australia, issued a formal
apology, referred to as the “Sorry” speech, in Baby 2008"

In the spirit of moving forward, the Australian gomment selected Manuel Pulido, a2c Gallery
Director, as one of seven representatives fromiNarmherica to visit local aboriginal
communities during the summer of 2008. This spge@gram is only in its second year, and
the program is intended to promote aboriginal aytdnd the boundaries of Australia. The
introduction to local artists and art center mamagyet will open the door to a2c to trade with
these organizations because art centers prefelyaleal with known counterparts or
counterparts referred by the Australian governmémt.centers hold one of the keys to its
success as ethical sourcing of aboriginal art. @riee most significant discussion points with
the other delegates and the Australian governmamglthe visit is to be setting standardized
policies on authentic/ethical sourcing. Currenthg aboriginal art market does not have
mandatory policies to ensure ethical sourcingtihetmarket will need to address this issue to

ensure continued growth of its value.

Gallery Involvement - Ethical sourcing

Much of the success of the art centers and abatignists comes from the sale of their art in
galleries around the world. Without these galkerteere would be little economic growth in
these remote regions. Multinational corporatiofterocan have a bigger impact and wield more
power than the government in pulling communitiesrfrpoverty traps. The Pulido’s ultimately
decided to funnel their energy into their a2c galEter speaking to Cecilia Alfonso, who
suggested doing so would help educate others @hewaiboriginal community as well as bolster
the communities’ economic development.

The Pulido’s originally purchased select piecegiftbe community at Yuendumu as personal

collectibles, but as they did research, they wespired to purchase more pieces due to their
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emotional reaction to the art. Once the U.S. galkas established, the Pulido’s began getting
contacted by local Australian dealers. Howeventwmg to directly impact the art communities,
and maintaining a strong desire to ensure theathaurcing of the artwork, the new gallerists
sought to deal directly with the aboriginal comntigs. Only then could they be sure that both
the artwork was authentic and that the artists viagrly compensated. The artwork is also an
important form of employment for many in the commties as there are jobs for people who
simply package the artwork for transport. Unfodtaty, the poverty found in most of the
aboriginal communities leaves the artists operxpagtation.

Sourcing directly from the art centers can be difii as galleries from all over the world are
trying to do the same. Other galleries are oftegdr than a2c and are looking to purchase more
pieces, and thus, receive more attention from theeaters. a2c built credibility with the
aboriginal communities through emails, phone calkgrviews and positive press received by
the gallery. Eventually, a2c was able to estaldid relationships with the Australian Trade
Commission (“Austrade”) in the Northern Territorjustrade has helped a2c directly source the
artists to avoid the black market in aboriginal dttis important to a2c that the art they
purchased was made to celebrate the aboriginal coityrand was created in the natural

settings amongst the community.

Ethical sourcing is necessary to pursue becauseg Imapoverished removes the bargaining
power that the Aborigines have over their artworkis market imbalance is often exploited by
“Carpetbaggers”, exploitative dealers taking adagatof the artists’ age, poverty, or medical

condition

Artists have learned to combat the loss of barggipower by forming communities and,
together, through the aboriginal owned art centbesartists have been able to avoid some of the
carpetbaggers. Galleries such as a2c are helpipgmote the increasing value of the

aboriginal artwork by avoiding the black market gndmoting artists appropriately. An artist
who sells a painting overseas gains valuable bpigcal recognition and ultimately a better

price for their artwork. A sale at an overseasegglcan be very meaningful, not just in the
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direct monetary gain, but also in pride and incedasalue of the work itself which returns to the

community.

Strategic Considerations -suggestions for enhanced value add to local comtiegni

Art creation and sale has a clear stimulative ihpadhe aboriginal economy. If nurtured

further by outside market participants, this cudtianterprise promises to be a significant
economic engine able to lift the community from tyele of poverty experienced historically.
Creating higher levels of income throughout the gamity, collaboration between the local art
centers and their international network of selerested dealers and collectors promises to create
a better life for future generations while presegvindigenous culture.

Promote Additional Opportunities for Enhanced Quyatif Life- The new currency of the
Aborigines is the capture and international disifitn of their history in visual form. Galleries
such as a2c could increase their contribution éoctimmunity’s enhanced quality of life by
helping to foster the growth of related industrifor example, support of efforts to increase
tourism may be an avenue for broader participaimong the community in generating revenue.
In fact, the Northern Territory reported that ir02802, 58% of international and 48% of
interstate visitors included aboriginal art or acdil activities as part of their visit, which
translates into an estimated $38 million and $3iani(AUD) in expenditures on aboriginal art
and cultural tours, respectivélyBy adding additional “jobs”, more income is aadile to the
group as a whole and the psychological benefitgark increasingly spread throughout the

community to combat many of the social ills.

Venture Capital- In this context, venture capital would not siynghtail fresh sources of

capital, but would also be accompanied by sensjttei the cultural dynamics of the community.
By incenting venture capitalists to the region, vdaa be true venture capitalists specializing in
artwork, or having the Australian government itsadfing like one. The Aborigines are in a
position where they need the outside assistancethenventure capitalist would provide the
necessary funding for adequate buildings, suppiggport for the artists and educated personnel
to utilize their connections to operate the arteenontil it becomes self-sustainable. Looking at

these art centers as potential profit centers nedty incent additional funding, and the returns on
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aboriginal artwork over the past fifteen years wats the additional investment. Just as Jeffrey
Sachs suggested in his book, “The End of Poveirtydrder for a venture to be profitable, it
needs full funding, not partf Further, as already experienced, facilitatingafunities for
foreign investors to “do well” need not be incotesid with existing governmental efforts to “do

good”.

Focus Governmental Efforts Through Public/PrivatetRerships -Foreign investment married
with local government research and policy offer@pportunities for developed countries and
large art market participants to further their extjve interests while helping close the societal
gap between the impoverished Aborigines and ma&astrcitizens. Currently, the communities
are surviving, just barely, on government welfamd the shared profits of the artists. The
NACIS will need to find a way to funnel additiomabney to meet the art centers’ petitioned
amounts, and the Australian government itself haNe to see this need as well. The growth is
evident; it now needs to be fully fostered unté tommunity can stand on its own. As
mentioned previously, growth in art sales improthesart center and its community, which
improves the well-being of the residents, whichrioves individual’s health, school attendance,
and future outlooks, which will ultimately unlodke poverty trap. Innovative programs and
resources from the international marketplace &syliopportunities to combat scarce resources

of the local government.

Enforceable carpetbagger restrictiorg€thical sourcing of aboriginal artwork is extremely
important and has two aspects, stopping the caapg#ys and incenting the artists not to deal
with them. The government acknowledges these &speavided the topics to be discussed on
Mr. Pulido’s delegation trip, but nothing officiahs been accomplished to date. The question
remains is this the gallery or government’s resgmiity? Incentives are aligned between the
gallery and the government to eliminate carpetbegygehich should lead to action to prevent
the exploitation of artists. The galleries in aorgtion with the art centers should establish
standardized guidelines for ethical sourcing, d@government should create enforceable laws

that will deter carpetbaggers from exploiting dstis
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The artists themselves will need to be incentedydveam the carpetbaggers by being properly
funded. The lesser known artists will be the adhes need the additional funding as they are not
as well established in the art community. Theeedascussions of eliminating government
welfare, but this tactic should not be done. ladi¢here needs to be a better distribution of
funds to those without established income. Pogsiljovernment contact within the
communities can assist artists with family memlerseed of medical treatment or other
concerns (e.g. addictions) that typically entice dlntist to the quick dollar. Educating the astist
on what the carpetbaggers can do to the overalbevail the communities will also help them

understand the impact of their actions over thgdonerm.

Education Fhe most obvious educational need is that of tlegiginal artist who has little to no
formal art training and often lacks formal educatad any sort. Educating the indigenous artists
about the art market and its movement will berte&tn in the art trade as they can begin to

refine their art technique and experiment with &ddal advances.

In addition to educating the artists, the peoplekmg at the local art centers also need

education. The art centers are the conduit betweeaboriginal communities and the outside
world, so the individuals representing the Aboreggmeed to understand the community history
as well as how the art market works. Educatiothisfsort will strengthen the art center’s
sustainability and profitability as well as curiagl the activities of unscrupulous art dealers.

One in four jobs in aboriginal communities religsexport as a means of revenue, so an increase
in the exportation of aboriginal art would alsorgase other ancillary job revenue, such as

packing/shipping, which in turn generates more the@ the community.

Classification of the artBernadette Eggington believes the most crucial fofeducation is

that needing to be provided to the mainstream artdv Most US and international museums
label aboriginal art as ethnographic or oceanigpgmsed to contemporary, and very few
permanently exhibit aboriginal pieces. Ms. Eggimgbotes that it was disappointing that such a
prominent museum as the Smithsonian Institute istvayton, DC, does not exhibit aboriginal

Vi

art
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Organize with other indigenous communitiddhe aboriginal art movement is also directly
impacting other industries by transcending art medi. In 1996, Better World Arts, an
Australian company that produces and sources highty art and handcrafts, created a cross-
cultural collaboration between certain aborigindissgs from South Australia and fine hand-
knotted rug makers in the Himalayan region of Kaishrim this business model, the aboriginal
artist commissions the production of their artworito rugs hand made in Kashmir. This
endeavor provides a steady income to the botho$etsists involved, and income is derived
from work that is culturally enhancing, which givasength to traditional ways of life and
creativity in both communities. Partnerships sastthese will help pull communities out of
poverty together. The Aborigines could partnehvadmmunities in China who have factory
capabilities, and together create tourism prodsieth as mugs with the likeness of aboriginal art
that is then sold back to the Australian governméiher avenues such as incorporating the
aboriginal art into quilts or wall hanging could é&eplored. There is a power in numbers and

having parties benefit each other will provide eased respect and world exposure.

In summary, the international art world has hagyaicant impact on the aboriginal art
communities and has the potential to continue tbthe communities out of their poverty traps
with the support of the Australian government. @Gitiee appropriate resources to abate the
issues plaguing the communities such as poor gemesith, lack of education and general lack
of pride in oneself, the aboriginal communities sart to build towards a better quality of life
for future generations while maintaining the comitias’ culture. In the process, the world
outside of the communities can begin to learn abadtrespect what the Aborigines have to

offer in terms of culture through art.
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Appendix 1: The Human Rights and Equal Opportunites Commission(*HREOC”)

The HREOC was established in 1986 by the Austrdiarniament to lead the promotion and
protection of human rights in Australia. HREOC hesponsibility for administering federal
anti-discrimination and human rights laws; its mdjoctions and powers include:

+ investigating and conciliating complaints of disesimation or breaches of human rights

+ holding public inquiries into human rights issuésational importance and making
recommendations to address discrimination and hesasf human rights

« developing human rights education programs andiuress for schools, workplaces and
the community

- providing independent legal advice to assist caartases that involve human rights
principles

« providing advice and submissions to parliamentsgowgrnments to develop laws,
policies and programs consistent with existingarat! laws and international human
rights agreements

- undertaking and coordinating research into humgtmtsiand discrimination issues.

The following statistics are excerpts from HREOZ®7 report titled “A statistical overview of
Aboriginal and Torres Strait Islander peoples irstalia”.

Where Indigenous peoples live
Location of Indigenous peoples by remoteness

Indigenous peoples Non-Indigenous population
Major cities 30.2% 67.2%
Inner regional 20.3% 20.7%
Outer regione 23.1% 10.1%
Remote 8.8% 1.5%
Very remote 17.7% 0.5%

Health
Indigenous peoples' rates of death from chronieadiss expressed as a multiple of the rates irotie n
Indigenous population (2000 - 2002)

Chronic disease group Indigenous women Indigenous men
Cardiovascular diseases (heart diseases, 2.2 times the rate of non- 3.0 times the rate of non-
strokes Indigenous women Indigenous men
Diseases of respiratory system 3.6 times theafaten- 3.9 times the rate of non-

Indigenous women Indigenous men
Endocrine, nutritional and metabolic 10.1 times the rate of non- 7.3 times the rate of non-
diseases (inc. diabetes) Indigenous women Indigenous men
Diseases of the digestive system 3.4 times tleeafaton- 4.6 times the rate of non-
Indigenous women Indigenous men
Education
Highest non-school qualification, percentage obpes aged 18 years and over, 2002
Level obtained Indigenous peoples (%Non-Indigenous population (%)
Bachelor degree 3.7 16.9
Certificate or Diploma 24.1 32.7

Total with nonschool qualificatio 29.0 50.1
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Appendix 2: Land Rights History

The pride and profits gained from the artwork hasrba stimulus in the aboriginal community

in fighting to regain the land that was originaleirs. In 1963, prior to the art movement, the
Bark Petition was filed to recognize the land rggbt the Yolngu people in the Northern
Territory. This was an important first exampleiod aboriginal community beginning their
guest for equal rights and respect in Australi@gegnment. This document was typed on paper
but glued to bark with a boarder of traditionalbiqted motifs. This also shows how the

indigenous art was truly a part of everything tdeyand their self identification.

The aboriginal land rights were finally recognidgdthe Australian government in The
Aboriginal Land Rights Act of 1976, five years aftke beginning of the art movement. This
Act set up four Land Councils who represented theriginal people and organized the financial
and sacred land management. The Act has speoiieegures for four different aspects of
management: mining agreements and laws, fundihguod Councils, entry (road) into
aboriginal land and sacred site protection, lasgtiglication of Northern Territory laws and
legislation. The aboriginal community has won babkost half of their land in the Northern
territory and almost all of their land along theastline. This has allowed the aboriginal

communities to regain their cultural identity whgeacefully re-developing the land.

Lastly, in 1992, the landmark Mabo Case made tlotadsion of terra nullius (“empty land”)
irrelevant. This provided a recognition of theigehous pre-existing system of law and
recognition of native titles. Although equalityland rights is a work in progress, this decision
was a major point in the rights of the aboriginaenunity. Like the Native Americans in the
US, land rights had been a basic right finally neéal. The aboriginal art was their land and their
land was their art and again it was one.
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Endnotes:

' We define “poverty trap” as a chronic situatiorcondition where a very poor community
cannot attain a quality of life beyond mere sulesisé without outside intervention.

" Financial Times, July 6, 2007, Tribal Landscaji@iie Aslet.

" Somewhat surprisingly, this is not the case inhited States. This is a very interesting
phenomenon given the U.S. dominance as an intenadtart center. Unfortunately, the matter
is beyond the scope of this paper.

Y The speech acknowledged past governmental wrongslaiirected at Aborigines, and the
Prime Minister trusts the speech to be the foundati reconciliation between the indigenous
and non-indigenous Australians. The Sorry speahawesult of the “Bringing them Home”
report issued by the Human Rights & Equal Oppotyu@ommission (“‘HREOC”) in 1997 that
details the government’s participation in the StadBeneration. The word “sorry” was purposely
used throughout Prime Minister Rudd’s speech becthesword holds a special meaning in
aboriginal cultures. The Prime Minister was qudtedsaying that you're sorry is such a
powerful symbol...powerful simply because it restaespect**. Individuals consulted for this
report believe that the growing popularity of thmaginal art movement forced the Australian
populous and government to acknowledge and ev@ecethe aboriginal culture. This led to
the desire for reconciliation within Australia, atidis, the government needed to acknowledge
its treatment of Aborigines in order for the coyrtty move forward together.

¥ Artists who paint for carpetbaggers do so becthsgdon’t understand the overall market
dynamics which give value to their work. They painhy focus on the short-term benefit of
upfront cash, which is typically provided in amasimtell below fair market value. These
dealers will have the artists create many worla $tmort amount of time (similar to a sweat
shop) and then offer a meager price, needed haatthar some other token payment. This art is
then often sold through online websites with ayietof the artist to show purported

authenticity. However, the art created under thiesess situations is not considered authentic.
True aboriginal art is created amongst the commguaften with children around who are
listening to the story of the dreaming as the gpigsnts.

' As the education and gallery collections increatiger advancements can be made to aid in
the art critic world. One major element of crisici which keeps the artwork from gallery
collections is the use of acrylic paint. This pasnused in the communities because of the harsh
environments and lack of adequate storage of tigt. If there were better buildings with
temperature controlled storage abilities, then adegd forms of paint could be used, which
would catapult the critique of the art further andrease the gallery involvement in the art.
Again, with the creation of this value in art, gridnd funds will come as well as general
community advances.



