


The Mystery of Forgetting



Why bother with the world?

Let others go grey, bustling east, west.

In this mountain temple, lying half-in,

Half-out, I’m removed from joy and sorrow.

Ryushu (1308-1388)

Ross Wolfe 
Holy man 2003
oil on canvas
40.5 x 30.5 cm
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Flinders University City Gallery celebrated its 
relocation to the State Library of South Australia, 
in 2003, with an ambitious exhibition, Big Country, 
intended to reveal the extensive scope of the Flinders 
University Art Museum collection. A feature of that 
project was the participation of a guest curator, Ian 
McLean, who brought the typically fresh perspective 
of an outsider to his selection of works.

Such is the depth of the Flinders University collection 
that it has potential to be interpreted in a great many 
different ways, as exhibitions, without exhausting its 
capacity to reward and surprise. That suits our goal of 
bringing the collection progressively more into public 
view, so enhancing its role in cultural education. 

Nonetheless, when Ross Wolfe approached us with his 
quite original proposal  for a ‘collection-related’ project, 
there was an immediate sense of being challenged with 
the experimental and unpredictable. It is a challenge 
that we have enthusiastically accepted.

Given its ambitious scale, The Mystery of Forgetting 
is without genuine precedent artistically in Australia, 
notwithstanding the increasing participation by artists 
as exhibition curators. Its strategy is to bring new 
context, meaning and emphasis to the works selected 
– by placing them in company with a substantial 
body of the artist’s own work. And it is of additional 
interest that this exhibition signals Ross Wolfe’s 

public emergence as a mature artist. Though widely 
known in the professional visual arts, he has – like 
several distinguished artists before him – hidden 
his light under a bushel; it is for his long-term work 
as a senior administrator in the visual arts that he 
is principally recognised, most recently in his current 
role as inaugural director of the Samstag Program, 
a renowned bequest which assists Australian artists 
to study overseas.

Flinders University Art Museum is especially 
grateful to Wendy Walker for her characteristically 
insightful and informative essay in this splendid 
catalogue accompanying the exhibition, designed 
by Fusion, which so effectively illuminates the many 
complex ideas and possibilities underpinning 
The Mystery of Forgetting. 

But each viewer will of course bring his or her own 
individual experience and understanding to navigate 
this fascinating exhibition. It is a sophisticated visual 
feast, which I know will engage us all.

Gail Greenwood
Director
Flinders University Art Museum

Foreword

Hiroshige 1797 – 1858 Japan
Zojoji temple at Shiba, Tokyo undated
woodblock
22 x 34 cm
Collection Flinders University Art Museum
Gift of Miss M. E. Wharmby



10 11

‘It was not until I got to secondary school that 
I realised I was not supposed to like Kipling’1 states 
Simon Schama in his introduction to Landscape and 
Memory, noting that ‘for a small boy with his head in 
the past, Rudyard Kipling’s fantasy was potent magic’. 
As a child, Ross Wolfe was similarly nurtured on 
Kipling’s vision of the romance of India and like many 
of his generation, who sought an alternative spirituality 
(predicated on a non-doctrinaire and individual quest 
for self-knowledge), he made a lengthy pilgrimage 
there in 1969. A pair of photographs from that period  
 – of a naked sadhu covered with ashes in the streets of 
Madras and a Nepalese temple overgrown with trees – 
intriguingly anticipate a number of the themes of 
Wolfe’s exhibition, The Mystery of Forgetting.

Taking the form of a series of visual ‘poems’ or 
arrangements of paintings, drawings and other 
media – mostly not previously exhibited – The 
Mystery of Forgetting intersperses Wolfe’s recent 
work with carefully considered selections from the 
Flinders University Art Museum Collection.2 Inviting 
participation from the viewer, the latter are intended 
to complement ideas and themes expressed within 
Wolfe’s own work, a process of framing new meanings 
which inevitably, are determined by the viewer’s 
identity, values and cultural context. 

The ensemble mode of presentation was anticipated 
in his work Schubert’s Window, fi rst exhibited in 1988 
at Sydney’s Camera Lucida where – in an allegorical 
commentary on contemporary art – Wolfe juxtaposed a 
tattered and defaced modernist ‘fl ag’ with a reproduction 
of Philippe-Jacques de Loutherbourg’s The Battle of 
the First of June, 1794 (1795). By happenstance, some 
time later he discovered that Matthew Flinders – fresh 
from his extensive Pacifi c travels under Captain Bligh, 
transporting breadfruit from Tahiti to the West Indies   
 – had been a participant in that particular eighteenth-
century naval combat between the British and the 
French, as a senior offi cer on the ship Bellerophon.3 

Although the ‘lost and corrupted cities of humanity’s 
religious civilisation and appositely, the numbing 
amnesia associated with our consuming material and 
social imperatives’4 are central to Wolfe’s project, he 
nevertheless allows for the recovery of ‘crystal human 
clarity, spiritual liberation and metaphysical 
comprehension’ – in effect, a remembering of that 
which, once valued, has now become diminished and 
compromised in contemporary life. Within the multi-
faceted framework of the notion of ‘forgetting’, the three 
primary and frequently interwoven strands that emerge 
from Wolfe’s preoccupations of the last two decades 
are landscape/nature, the (literal and allegorical) habitat 
of the Indigenous wurlie and an enigmatic outsider-
fi gure – in the mutable guise of hermit, monk, ascetic 
or hobo. Underpinning these concerns is an abiding 

The Mystery of Forgetting 

Sadhu, India 1969 
photograph: Ross Wolfe
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theme of man’s cruelty to man, most pertinently 
revealed in the three etchings from Goya’s Los 
Desastres de la Guerra (The Disasters of War) series 
(c 1810), a pair of fi fteenth-century woodcuts (by 
unknown German artists) of the beheading of three 
saints and the murder of a priest and Hendrik 
Goltzius’ extraordinary The Martyrdom of St Paul 
(c 1600), in which the saint is an out-of-body 
witness to his own death.

With their captions assiduously removed, a series of 
twenty monoprints derived from archival newspaper 
clippings, entitled The reality of Hell as a place of 
everlasting punishment (2005), similarly expresses 
a fundamentally bleak view of human nature. 
Yet (embedded) within the faded and inexact tracery 
of these former newsprint images – an outcome 
of the ink transfer process – is the suggestion that 
memory has already become somewhat slippery. 

According to Greek mythology, upon arrival in the 
underworld, those souls destined for reincarnation 
either drank from (Virgil’s draught of oblivion) or 
bathed in the waters of the River Lethe – one of the 
fi ve rivers in Hades – in order to forget their worldly 
life. However, as Umberto Eco and more recently 
Harald Weinrich have reminded us, there are many 
different kinds of forgetting.5 Writing in the catalogue 
for the recent exhibition NEW05 at Melbourne’s 
Australian Centre for Contemporary Art, curator Max 
Delany perceived the prevalence in that exhibition 
of works concerned with dreams and memory – 
an emphasis he found signifi cant ‘at a time when 
rationalism and wilful historical amnesia are becoming 
the cultural norm. Related to memory’ he claims, is 
the ‘prevalent role of collecting as a projection of one’s 
self and identity, whether through the collections of 
dreams, photographs, works of art, songs or simple, 
everyday possessions.’6 

Collecting is also integral to Wolfe’s practice and in 
his garden studio, a cardboard box labelled ‘monks’, 

‘hermits’ and ‘poets’ provides an insight into not only 
one of the leitmotifs of The Mystery of Forgetting, but 
also his wide-ranging and almost obsessive archivist 
tendencies. Elsewhere there are paintings – in various 
stages of completion – stacked against walls, ordered 
but continually-accruing piles of newspapers, more 
archive boxes, in addition to numerous clippings and 
images tacked to every available surface.

Jacob Isaakszoon Ruisdael c 1628 – 1682 Netherlands
The Two Peasants and Their Dog circa late 17th century
etching
18 x 27 cm 
Collection Flinders University Art Museum 

Ross Wolfe 
Holy man and wurlie 2003
ensemble of two works and shelf
oil on canvas
66.5 x 111 cm 
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Utilising his favoured strategy of seriality and 
grafting multiple ‘povera’ cardboard paintings of 
wurlies onto a gridded, neo-corporate schematic, 
in the work Cargo Cult (2003) Wolfe underscores the 

‘spiritual dimensions’ – represented by the essentially 
spare and ephemeral qualities indivisible from the 
traditional Indigenous dwelling – that have become 

‘devalued, derided or forgotten’ in Western society. 
Moreover he simultaneously alludes (ironically and 
self-critically) to a Western predilection for ‘seeking 
spiritual sustenance through (often) romantic 
projections7 onto “other” cultures’, in this instance 
Australian Indigenous culture – a practice with 
which Wolfe acknowledges his complicity. 

With its ‘appropriation’ (albeit in greatly diminished 
and variable form) of the vast plywood boxes of Donald 
Judd’s Untitled (1981) and similarly a geometric 
painting by Theo van Doesburg, superfi cially at least, 
Wolfe’s Untitled (1990) ensemble might be perceived 
as a celebration of modernism. Far from formalist, 
however, Untitled (1990) ambitiously enshrouds a 
number of narratives, both personal and philosophical. 
The work of Judd, and specifi cally the site-specifi c 
sculpture located in the courtyard at the Art Gallery of 
South Australia, has a particular resonance for Wolfe, 
since throughout his period as Deputy Director at the 
Art Gallery of South Australia, his offi ce overlooked 
the controversial 1974-75 public artwork.8

Hendrik Goltzius 1558 – 1616 Netherlands
The Martyrdom of St Paul - No 12 (Plate 13: 
The Martyrdoms of the Apostles and the Crucifi xion)
undated, circa 1600
engraving
19 x 29 cm
Collection Flinders University Art Museum 

Francisco Goya 1746 – 1828 Spain
Estragos de la Guerra circa 1810
etching and aquatint
13 x 16 cm
Collection Flinders University Art Museum 
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Ross Wolfe
Schubert’s Window 1988
mixed media ensemble: oil, stitching and brass on 
canvas with photographic reproduction1 
variable dimensions

‘A valuable French convoy from America was expected and the French fl eet 
left Brest, to escort it home. The resulting battle was the fi rst great fl eet 
action of the Revolutionary wars’.

1Philippe-Jacques de Loutherbourg, The Battle of the First of June 1794 (1795), 
reproduced courtesy of the National Maritime Museum, Greenwich, London

Only the title of van Doesburg’s small and deceptively 
subdued painting affords a clue to its power and 
broader signifi cance. Entitled Counter-Composition XIII 
(1925-26) and entirely composed of isosceles triangles, 
it is a copy of a painting from the Peggy Guggenheim 
Collection in Venice.9 A co-founder with van Doesburg 
of the avant-garde and idealist de Stijl group, Mondrian 
described the painting as heretical in its disregard (and 
thereby redefi nition) of the movement’s rigid colour 
constraints and insistence on horizontal and vertical 

linear orientations, ultimately provoking Mondrian’s 
resignation from the group. It is tempting to view 
the members of de Stijl (and above all Mondrian) as 
consummately rationalist, but both van Doesburg and 
Mondrian were Theosophists and like Kandinsky and 
the painters of Der Blaue Reiter, their works were 
imbued with a spiritual imperative. Thus, with the 
additional inclusion of a portrait of war criminal Klaus 
Barbie, the Untitled (1990) ensemble is representative 
of the many interconnections and inner narratives, the 
multiple modes and themes that Wolfe has chosen to 
articulate in The Mystery of Forgetting.

Ross Wolfe 
Europe, 1986
oil on card
51 x 64 cm
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Ross Wolfe
The reality of Hell as a place of 
everlasting punishment (detail) 2005
series of twenty monoprints
ink release transfer on pasteboard
each work 53.5 x 56.5 cm framed



20 21

Nature, revered in Chinese culture as symbolising 
the natural order of life, has relevance for Wolfe not 
only as an enduring subject for contemporary art, 
but for the ‘effective balm it offers the hungry soul.’ 
Exemplifying a nineteenth-century representation 
of unadulterated nature – through a fi lter of the 
Romantic European sublime – Nicholas Chevalier’s 
lithograph Parker’s River Waterfall, Cape Otway (1865), 
James Giles’ lithograph (after George French Angas) 
of the Falls of Glen Stuart (1847) and Jacob Ruisdael’s 
(late 17th century) etching, The Two Peasants and Their 
Dog, provide a counterpoint to Wolfe’s intimations of 
man’s inhumanity to man. More than the purity of 
nature however, and like the compelling suite of nine 
shipwrecks (‘soon to be swallowed by the vastness of 
ocean and time’) in The Mystery of Forgetting (2005), 
they also evoke its immensity and fortitude. 

Wolfe enriches this dialectic with the addition of 
a large grouping of Hermannsburg paintings of the 
Flinders Ranges – including Albert Namatjira’s Mt 
Hermannsburg with Finke River Valley (c 1940s) 
 – and also a number of more traditional (and coded) 
Indigenous works. The assemblage of Hermannsburg 
paintings – in which a number of different artists 
(variously) depict the same broad geographic terrain 
 – have a methodological confl uence with Wolfe’s 
own serial abstracted landscapes of a (randomly 
selected) single scene near Wilpena Pound in the 
Flinders Ranges. Consistently striving for a gestural 
fl uidity, which nonetheless retains a compositional 
sophistication, Wolfe believes that painting has a 
unique capacity to provoke distinct poetic effects and 
to touch the emotions viscerally. His muted, encrusted 
canvases are heavily worked, involving a process 
of layering of oil paint, washing and stripping back 
and gouging – of continually building on a residual 
element which may visibly persist as an underlying 
presence in the fi nished work. 

Ross Wolfe
Untitled (detail) 1990
mixed media installation
variable dimensions

Ross Wolfe
Untitled 1990
mixed media installation
variable dimensions
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The point of reference for Wolfe’s recurring 
solitary fi gure of a holy man is St Anthony the Abbot 
(AD 251-356), depicted in two small paintings drawn 
from Hieronymous Bosch’s Temptation of St Anthony 
(c1500) and which portray the saint in extreme old 
age, ‘deeply hidden in the wilderness of the inner 
mountain’. Famously beset by devils, he is recognised 
as the founder of Christian monasticism, following 
his withdrawal to the mountains of northern Egypt 
in order to adopt an hermitic life of asceticism. 

Wolfe observes that his interest in holy men and 
hermits ‘refl ects the idea of a driven, individual 
pursuit for self-knowledge’, something he sees as 
an archetypal human trait. His ever-burgeoning 
collection of newspaper clippings details curious and 
sometimes inspiring sagas of those whose lives have 
resisted the conventions of mainstream society.10 
One such outsider is the brilliant neurosurgeon Ian 
Johnston, who disillusioned with the public health 

system and other regrettable developments in 
medicine, has chosen to leave his family in Sydney 
(whilst continuing to commute for professional 
reasons), in order to lead a solitary existence on Bruny 
Island in southern Tasmania, where he passes the 
time translating Greek medical texts and Chinese 
literature. From Wolfe’s amassed clippings, it also 
becomes clear that in Australia there can indeed, 
occasionally be a grudging licence afforded the 
dispossessed – literally in the case of ‘Ron the hermit’, 
who was granted lifelong tenure to squat in Turon 
National Park. Equally remarkably, the funeral service 
of Karl Kulper, who lived for more than two decades in 
a bus shelter outside St Vincent’s Hospital in Sydney, 
was attended by a large gathering of Darlinghurst 
residents and hospital staff, moved to scatter rose 
petals where he lived and died. 

James William Giles 1801 – 1870 Great Britain 
(after George French Angas) 
Falls of Glen Stuart 1847
coloured lithograph
35 x 25 cm
Collection Flinders University Art Museum 

Nicholas Chevalier 1828 – 1902 Russia
Parker’s River Waterfall, Cape Otway 1865
lithograph
22 x 32 cm
Collection Flinders University Art Museum 
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all works this page and opposite:
Ross Wolfe 
Untitled landscape (Flinders Ranges) 2003
oil on canvas
each 60.5 x 60.5 cm
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Although not directly referenced in The Mystery of 
Forgetting, Wolfe’s invocation of the fi gure of the 
recluse, especially in conjunction with his underlying 
maritime theme, inevitably brings to mind Ian 
Fairweather’s searching, solitary life and hermit-like 
existence in a rudimentary shack on Bribie Island. 

Gazing at Wolfe’s disquieting series of capsized 
ships and ocean liners, the viewer may be reminded 
of Fairweather’s precarious and makeshift raft, in 
which in 1952 he successfully (albeit arduously and 
dangerously) made an epic solo voyage from Darwin 
to the southernmost tip of Timor – refusing en route, 

‘assistance’ from a Malay pearl lugger. 

Emblematic of the indomitable nature of the human 
spirit, the lone fi gure of Fairweather – like the holy 
men, hobos and hermits who appear throughout 
Wolfe’s series of meditations – seems ultimately to 
offer if not redemption, then at least the possibility 
of an alternative journey.

Wendy Walker, May 2005

1.   Simon Schama, Landscape and Memory, NY: A. A. Knopf, 1995

2.   At a time of national controversy over the public funding of 
artworks regarded as obscene, Joseph Kosuth’s 1992 project 
– The Play of the Unmentionable: An Installation by Joseph 
Kosuth at The Brooklyn Museum  – juxtaposed works from the 
museum collection which had at some time been considered 
objectionable, with quotations about the role of art in society. 
In other words, by utilising the resources of the Brooklyn 
Museum and positioning these works within a fresh context, 
Kosuth was able to construct his own narrative. 

3.   The confl icted nature of the battle theme in Schubert’s Window 
represented Wolfe’s perspective on the Australian arts culture 
of the time (at a period when he was leaving the Australia 
Council to take up the post of Deputy Director at the Art Gallery 
of South Australia) and the title Schubert’s Window engendered 
an extra level of speculation. Wolfe notes that Milton’s 
Bellerophon can be regarded as a portent of Flinders’ own 
life – ‘triumphant and tragic, betrayed and challenged’.

4.   All quotes from Ross Wolfe are from a series of interviews 
with Wendy Walker from March-May 2005. 

5.   In An ars oblivionalis? Forget it! (1988), Umberto Eco proposed 
that forgetting occurs not through absences, but through the 
superimposing, the grafting of presences (note Freud’s theory 
of repression). Harald Weinrich’s Lethe: the art and critique 
of forgetting (2004) examines through an analysis of Western 
literature (Proust, Levi, Rousseau et al) the notion of cultural 
forgetting (as a counterpart to the rhetorical art of memory).

6.   Max Delany in the exhibition catalogue for NEW05 at 
Melbourne’s Australian Centre for Contemporary Art (ACCA), 
15 March-15 May 2005, p.6 

7.   Edward Said’s defi nitive, post-colonial critique of orientalism 
(Orientalism, New York: Pantheon: 1978), has largely 
diminished the prerogatives (of projection) once widely 
enjoyed by scholars of ‘the orient’, a practice involving 
assumptions which Said deconstructs as pejorative and 
misinformed. However, Wolfe views his deployment of 

the wurlie, particularly the ‘idea’ of its implicit spiritual 
value and his association of it symbolically with places of 
religious worship from other cultures, as more calculated 
than merely romantic. 

8.  Touted as an example of artistic progressiveness, which 
came into confl ict with the prevailing conservatism of the 
times, it was equally the political context – a period of intense 
anti-Americanism associated with the period of anti-Vietnam 
war protest – which rendered Judd’s site-specifi c artwork 
– representative of American optimism and bravado (and 
by association imperialism) – problematic.

9.  Counter-Composition XIII was included in the exhibition, 
The Moderns (1984) at the Art Gallery of New South Wales, 
of works from the New York and Venice Guggenheim 
Collections, under the auspices of The Solomon R. 
Guggenheim Foundation.

10. A number of fi lms - such as Tom White (2004) or the 
earlier The Fisher King (1991) – have memorably explored 
the subject of voluntary homelessness and its associated 
freedoms. Kate Grenville’s novel Lilian’s Story (1986) was 
an adaptation of Sydney vagrant Bea Miles’ extraordinary 
life, reciting Shakespeare and hi-jacking taxis. Growing up 
in Sydney, Wolfe regularly ‘encountered’ Miles – notably at her 
post on Grand Central Railway concourse (on his way home 
from a party), when he commissioned one of her impassioned 
Shakespearean recitations for the sum of sixpence.

11.  Wolfe acknowledges Fairweather as a mentor, not only 
artistically, but also for the example of his questing hobo 
life. He describes Fairweather as ‘a brave and determined 
spirit remarkably indifferent to his own personal welfare, his 
deeply reclusive nature enlivened by art and wanderlust.’ For 
the exhibition Argonauts of the Timor Sea at Sydney’s Darren 
Knight Gallery (11 May-5 June 2004), artist Mike Stevenson 
constructed a full-scale replica of Fairweather’s craft.  

Albert Namatjira 1902 – 1959 Arrernte
Mt Hermannsburg with Finke River Valley circa 1940s
watercolour and gouache over pencil on beanwood
13.1 x 26.5 cm
Collection Flinders University Art Museum
Gift of Helene and Dudley Burns 1988 (from the 
collection of the late Reverend and Mrs F W Albrecht)
© Legend Press Sydney NSW
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above:
Ross Wolfe
Wurlies 2003
ensemble of two paintings
oil on canvas
each work 61 x 40 cm framed

opposite:
Ross Wolfe 
Running man and untitled landscape (Flinders Ranges) 2003
ensemble of two paintings 
oil on canvas
113 x 73.5 cm framed

previous page:
Ross Wolfe
Untitled 2003
ensemble of 17 paintings 
oil on canvas and four shelves
variable dimensions
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Emily Kame Kngwarreye circa 1910 – 1996 Anmatyerr
Untitled undated
acrylic on paper (4 from set of 5)
each 27 x 38 cm 
Collection Flinders University Art Museum
Gift of Rodney Gooch /personal collection
© Emily Kame Kngwarreye
Licensed by VISCOPY, Australia, 2005

Emily Kame Kngwarreye circa 1910 – 1996 Anmatyerr
Untitled Awely 1995
acrylic on canvas (diptych)
each 69 x 169 cm 
Collection Flinders University Art Museum 
Gift of Rodney Gooch/personal collection
© Emily Kame Kngwarreye
Licensed by VISCOPY, Australia, 2005
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above:
Ross Wolfe
Cargo Cult (detail) 2003
oil on cardboard on painted wall
installation of forty objects
overall dimensions 310 x 480 cm

opposite:
Ross Wolfe
Cargo Cult 2003
oil on cardboard on painted wall
installation of forty objects
overall dimensions 310 x 480 cm
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Ross Wolfe
The Mystery of Forgetting 2005
series of nine Pegasus prints
each 51 x 76 cm
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Henry Roberts 1747 – 1796 Great Britain 
(after George Keate) 
South West View of Stonehenge undated
engraving 
14 x 23 cm
Collection Flinders University Art Museum
Gift of Miss M. E. Wharmby
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Ross Wolfe 
Temple, Nepal: 1969 2005
Pegasus print 
edition of fi ve 
34 x 50.5 cm

Ross Wolfe 
Sadhu, India: 1969 2005
Pegasus print 
edition of fi ve
34 x 50.5 cm

Ross Wolfe
The reality of Hell as a place of 
everlasting punishment (detail) 2005
twelve monoprints, from a series of twenty 
ink release transfer on pasteboard
each work 53.5 x 56.5 cm framed

Ross Wolfe
Untitled 2003 – 2005
ensemble of paintings 
oil on canvas and shelves
variable dimensions

Ross Wolfe
Cargo Cult 2003 – 2005
oil on cardboard on painted wall
installation of forty objects
variable dimensions

Ross Wolfe 
Untitled landscape (Flinders Ranges) 2003
oil on canvas
two works, each 60.5 x 60.5 cm

Ross Wolfe
The Mystery of Forgetting 2005
series of nine Pegasus prints
edition of fi ve
each 51 x 76 cm

Minyungu Baker Pitjantjatjara
Untitled 1980 
linocut (three from set of fi ve)
each 42 x 35 cm
Flinders University Art Museum 1825
Gift of the artist

Joshua Banggarr Kunwinjku
Emu 1984
earth pigments on stringy bark 
92 x 50 cm (max)
Flinders University Art Museum 2064
Purchase of the Jubilee 150 Fund 1986

Gordon Bennett born 1955 Australia
How to Cross the Void 1993
etching (one from set of 13) 
paper: 60.5 x 40 cm (ea)
Flinders University Art Museum 3001.01

Jacques Callot 1592 – 1635 France
Dwarf with crutch and wooden leg 1620
etching, 6 x 9 cm
Flinders University Art Museum 20

Robert Campbell Jnr 1944 – 1993 Ngaku
Waste of money 1987
acrylic on canvas, 88 x 118.5 cm
Flinders University Art Museum 2508

Nicholas Chevalier 1828 – 1902 Russia
Parker’s River Waterfall, Cape Otway 1865
lithograph, 22 x 32 cm
Flinders University Art Museum 2195

John Heaviside Clark 1770 – 1863 
Great Britain and M. Dubourg 
Hunting 1813
aquatint, 13.5 x 19 cm
Flinders University Art Museum 2457

Aleks Danko born 1950 Australia 
Bill Poster Card 1971
postcard, 10 x 15 cm
Flinders University Art Museum 1708
Gift of Bob Ramsay

Ferdinand Victor Eugene Delacroix 
1798 – 1863 France
Faust and Mephistopheles 1825
lithograph, 21 x 29 cm
Flinders University Art Museum 2242

Ferdinand Victor Eugene Delacroix 
1798 – 1863 France
Lioness devouring the body of an Arab 1849
engraving, 23 x 31 cm
Flinders University Art Museum 99

Jean Duplessi-Bertaux 1747 – 1819 France
Attaque dans un bois undated, c 1800
etching, 6 x 8 cm
Flinders University Art Museum 70

Godefroy Engelmann 1788 – 1839 
(after Louis-âtienne Iwatelet) 
Ruins du Chateau de Robert le Diable c 1819
lithograph with tint and hand coloured white, 
22 x 29.5 cm
Flinders University Art Museum 43

James William Giles 1801 – 1870 
Great Britain
(after George French Angas) 
Falls of Glen Stuart 1847
coloured lithograph, 35 x 25 cm
Flinders University Art Museum 2375

Hendrik Goltzius 1558 – 1617 Netherlands
The Martyrdom of St Paul - No 12 
(Plate 13: The Martyrdoms of the Apostles 
and the Crucifi xion)
undated, c 1600
engraving, 19 x 29 cm
Flinders University Art Museum 19.130

Francisco Goya 1746 – 1828 Spain
Caridad 1810
aquatint and etching, 13 x 19 cm
Flinders University Art Museum 2006

Francisco Goya 1746 – 1828 Spain
Estragos de la Guerra c 1810
etching and aquatint, 13 x 16 cm
Flinders University Art Museum 2007

Francisco Goya 1746 – 1828 Spain
Que hai gue hacer mas? 1810
etching and aquatint, 14 x 19 cm
Flinders University Art Museum 2008

Zaha Hadid born 1950 Iraq 
Planetary Architecture Two 1983
folio: card cover book and 15 prints
each print 31 x 31 cm
Flinders University Art Museum 2413

Hiroshige 1797 – 1858 Japan
Zojoji temple at Shiba, Tokyo undated
woodblock, 22 x 34 cm
Flinders University Art Museum 835
Gift of Miss M. E. Wharmby

William Hogarth 1697 – 1764 Great Britain
(Bernard Baron engraver)
The Visit to the Quack Doctor 1745 
engraving, 35.5 x 45 cm
Flinders University Art Museum 76.3

Illman Brothers (after John Martin) 
Babylon taken by Cyrus undated 19th c.
steel engraving, 16.5 x 24 cm
Flinders University Art Museum 512
Gift of Miss M. E. Wharmby

Emily Kame Kngwarreye c 1910 – 1996 
Anmatyerr
Untitled Awely 1995
acrylic on canvas (diptych), each 69 x 169 cm 
Flinders University Art Museum 3878
Gift of Rodney Gooch /personal collection

Emily Kame Kngwarreye c 1910 – 1996 
Anmatyerr
Untitled undated
acrylic on paper (4 from set of 5)
each 27 x 38 cm 
Flinders University Art Museum 3722
Gift of Rodney Gooch /personal collection

Kunmanara Ingkatji c 1945 – 2000 Pitjantjatjara
Feather Shoes [Kadaitcha] 2001-2002
wool and emu feathers (pair)
each (max) 22.5 x 16 x 4.5 cm 
Flinders University Art Museum 3885

Daniel Libeskind born 1946 Poland 
Chamber Works. Architectural Meditations 
on Themes from Heraclitus 1983
folio: card cover book and 29 prints
each print 32 x 30.5 cm 
Flinders University Art Museum 2412

Lionel Arthur (Sir) Lindsay 1874 – 1961 Australia
A Rajah’s Palace, Benares 
undated, circa early 20th century
drypoint, 26 x 34 cm
Flinders University Art Museum 73
Gift of the Art Teachers Association of Victoria

John Maralwanga Kunwinjku
Barramundi undated, pre 1979
earth pigments on stringy bark 
26 x 90 cm (max)
Flinders University Art Museum 2288

John Hamilton Mortimer 1740 – 1779 
Great Britain
Sleeping Monsters 1780
etching, 14 x 21 cm
Flinders University Art Museum 2299

Timothy Nadjoh Kunwinjku
Barramundi 1984
earth pigments on stringy bark
34 x 99 cm (max)
Flinders University Art Museum 2063

Albert Namatjira 1902 – 1959 Arrernte
Coat hanger undated
ink, varnish on wooden coathanger
39 x 3 (at centre) x 15 (width with metal) cm
Flinders University Art Museum 2582
Gift of Mrs Beryl Dale

Albert Namatjira 1902 – 1959 Arrernte
Coat hanger undated
ink, varnish on wooden coathanger
38 x 2 (at centre) x 11 (width with metal) cm 
Flinders University Art Museum 2583
Gift of Mrs Beryl Dale

Kawayi Nampitjinpa born c 1948 Pintupi
Untitled (Rockhole at Pinpirrnga) 2004
acrylic on canvas, 91 x 61 cm
Flinders University Art Museum  4231
Gift of Dr R. and Prof. J.V.S.Megaw

List of works by Ross Wolfe List of works from the collection of Flinders University Art Museum

Tatali Napurrula born c 1957 Pintupi 
Pinpirri 1999
acrylic on canvas, 61 x 31 cm
Flinders University Art Museum 3287

Bruce Nauman born 1941 USA
Laair 1970
card cover book (12 pages)
30.5 x 30.5 x 0.2 cm
Flinders University Art Museum 1139

Mike Parr born 1945 Australia
The Wind 1993
etching 54 x 40 cm
Flinders University Art Museum 3019

Roy Pope 1911 – 1993 Australia
Dancing at a Pukamani Ceremony 1941
black and white photograph 18 x 25 cm
Flinders University Art Museum 3138.160

Mary Jones Pwerle born c 1965 Anmatyerr
Untitled 1990
woodblock, 30 x 46 cm
Flinders University Art Museum 3676
Gift of Rodney Gooch/personal collection

Pierre Auguste Renoir 1841 – 1919 France
Le Fleuve Scamandre undated c 1900
etching, 23 x 19 cm
Flinders University Art Museum 174

David Roberts 1796 – 1864 Great Britain 
Ruined mosques in the desert; west of the 
Citadel 1848 
lithograph, 32 x 24 cm
Flinders University Art Museum 2546

Henry Roberts 1747 – 1796 Great Britain
(after George Keate) 
South West View of Stonehenge undated
engraving, 14 x 23 cm
Flinders University Art Museum 370
Gift of Miss M. E. Wharmby

Jacob Isaakszoon Ruisdael c 1628 – 1682 
Netherlands
The Two Peasants and their Dog undated, 
late 17th century
etching, 18 x 27 cm
Flinders University Art Museum 4

Edward Ruscha born 1937 USA 
Coloured People 1972
card cover book, 18 x 14 x 1 cm
Flinders University Art Museum 1140

Johann Georg Schreibern 
Map of Asia undated, late 17th 
early 18th century
hand-coloured engraving, 16 x 19 cm
Flinders University Art Museum 484
Gift of Miss M. E. Wharmby

Max Slevogt 1868 – 1932 Germany
The Martyr 1904
etching, 31 x 24 cm
Flinders University Art Museum 100

Joseph Mallord William Turner 1775 – 1851 
Great Britain
Little Devils Bridge over the Russ above 
Altdorft, Switzerland 1809
etching and mezzotint engraving, 18 x 26 cm
Flinders University Art Museum 40

Unknown
(Untitled landscape) c 1972
watercolour on paper, 28 x 38 cm
Flinders University Art Museum 2248
Gift of Mrs Phyl McKillup

Unknown
(Untitled landscape) c 1972
watercolour on paper, 28 x 38 cm
Flinders University Art Museum 2249
Gift of Mrs Phyl McKillup

Unknown
(Untitled landscape) c 1972
watercolour on paper, 25.5 x 38 cm
Flinders University Art Museum 2253
Gift of Mrs Phyl McKillup

Unknown
(Three Asses on a Wheel) undated c 1497
woodcut, 11 x 8 cm
Flinders University Art Museum 21

Unknown (German, 15th century)
A Priest murdered at the altar c 1470 – 1473
woodcut, 7 x 8 cm
Flinders University Art Museum 180

Unknown (German, 15th century)
The beheading of three saints c 1470 – 1473
woodcut, 7 x 8 cm
Flinders University Art Museum 181

Unknown 
(Untitled) undated, mid–late 19th century
engraving, 11 x 16 cm
Flinders University Art Museum 239
Gift of Miss M. E. Wharmby

James Willmore after Lake Price 
Lord Byron’s Room in Palazzo Moncenigo 
undated
etching, 12.5 x 17.5 cm
Flinders University Art Museum 313
Gift of Miss M. E. Wharmby

Michel Wolgemut 1434 – 1519 Germany
Sheet from the Nuremburg Chronicle 1493
woodcut and letter press, 45.5 x 29.5 cm
Flinders University Art Museum 37.1

Thompson Yulidjirri born c 1930 Kunwinjku
Kandarik – Plains kangaroo pre 1979
earth pigments on stringy bark 
100 x 53 cm (max)
Flinders University Art Museum 2290

‘Hermannsburg’ landscape ensemble

Clem Abbott 1939 – 1989 Arrernte
Red Rocks undated
watercolour on board, 26 x 36 cm
Flinders University Art Museum 3044

Arnulf Ebatarinja born 1931 Arrernte
(Untitled landscape) 1975
watercolour on paper, 25 x 36 cm
Flinders University Art Museum 2599

Conley Ebatarinja born 1959 Arrernte
(Untitled landscape) 1976
watercolour on board, 25 x 36.5 cm
Flinders University Art Museum 2853
Gift of Ruth and Vincent Megaw

Walter Ebatarinja 1915 – 1968 Arrernte
Mt Hermannsburg from the east 1949
watercolour on paper, 21 x 37 cm
Flinders University Art Museum 2988
Long-term loan: collection of Lois and 
Donald Loffl er

Walter Ebatarinja 1915 – 1968 Arrernte
(Untitled landscape) c 1950 – 1960
watercolour on board, 34 x 52 cm
Flinders University Art Museum 1294
Gift of Miss M.E. Wharmby

Kenneth Entata 1932 – 1982 Arrernte
(Untitled landscape) undated
watercolour on board, 25 x 36 cm
Flinders University Art Museum 2646

Adolf Inkamala 1914 – 1960 Arrernte
(Untitled landscape) undated
watercolour on paper, 37 x 27 cm
Flinders University Art Museum 2987
Long-term loan: collection of Lois and 
Donald Loffl er

Albert Namatjira 1902 – 1959 Arrernte
Mt Hermannsburg with Finke River Valley 
undated c 1938 – 1947
watercolour and gouache over pencil on 
beanwood, 13.1 x 26.5 cm
Flinders University Art Museum 2738
Gift of Helene and Dudley Burns 1988 
(from collection of the late Reverend and 
Mrs F W Albrecht)

Ewald Namatjira 1930 – 1984 Arrernte
Mt Gillen undated
watercolour on board, 37 x 46 cm
Flinders University Art Museum 3080

Kevin Namatjira born 1958 Arrernte
(Untitled landscape) undated
watercolour on board, 22.5 x 36 cm
Flinders University Art Museum 2593

Reggie Namatjira born 1946 Arrernte
Standley Chasm undated
watercolour on board, 36 x 23 cm
Flinders University Art Museum 2596

Ivan Panka born 1943 Arrernte
(Untitled landscape) undated
watercolour on board, 24 x 34 cm
Flinders University Art Museum 2597

Otto Pareroultja 1914 – 1973 Arrernte
Mt Hermannsburg undated
watercolour on paper, 12 x 26.5 cm
Flinders University Art Museum 2826

Henoch Raberaba 1914 – 1975 Arrernte
Central Australian Landscape undated
watercolour on board, 37 x 25 cm
Flinders University Art Museum 2147

Herbert Raberaba 1920 – 1980 Arrernte
Central Australian Landscape undated
watercolour on paper, 53 x 35 cm
Flinders University Art Museum 2146

Herbert Raberaba 1920 – 1980 Arrernte
McDonnell Ranges view undated
watercolour on paper, 27 x 37 cm
Flinders University Art Museum 2279

Wenton Rubuntja born 1926 Arrernte
(Untitled landscape) undated
watercolour over pencil on board, 37 x 26 cm
Flinders University Art Museum 2494

Thomas Stephens Tjapangati Arrernte
(Untitled landscape) undated
watercolour on board, 27 x 40 cm
Flinders University Art Museum 2595

John Peter Stewart Tjungurrayi Arrernte
Central Hermannsburg landscape undated
watercolour on board, 30 x 40 cm
Flinders University Art Museum 2521






