
On the Cover

Born of Aboriginal parents in Oodnadatta, South Australia, in 1954, Janet Forrester Nangala
traveled with her family to different cattle stations in central Australia while growing up. She
started painting in 1985. Her paintings have been exhibited throughout Australia, including
in Sydney, Melbourne, Adelaide, Brisbane, Darwin, and Perth, and her work has been selected
to appear in two traveling exhibits sponsored by the Australian National Gallery. Her unique
style places her among the best of the Central Desert painters.

Janet Forrester Nangala uses a kebab stick to create her paintings. She uses the pointed
end for small dots and the larger end for bigger dots. It has been said that the stories of the
Aboriginal world are on the end of a thin, pointed stick for Janet Forrester. Her style of paint-
ing requires much patience, but she says painting makes her feel happy. She often travels to
the dreaming sites of her family to paint. In addition to stars, Nangala includes swirling snakes,
goannas, honey ants, and acacia bushes in some of her story paintings. She also paints cater-
pillar dreaming, witchetty dreaming, and bush tucker dreaming.

Janet Forrester Nangala inherited the dreamings that she paints from her mother and
grandparents. "The Dreamtime is the Aboriginal understanding of the world, of its creation,
and of its great stories" {Nangara, 1996, p. 10). Dreamings can be understood as stories of,
among other things, journeys, animals, food, places, or events. According to Aboriginal leg-
end, the earth began as a flat, silent, dark world. Spirits or ancestral beings broke through the
crust, and as they moved across the barren surface of the earth, they changed the form of the
landscape with their hunting, fighting, and the like. These Dreamtime ancestors made all
creatures (emu, kangaroo, etc.) and all food plants, as well as the natural elements and celes-
tial bodies. Then, these mythical spirits sank back into the earth, and they sleep there to this
day. Jeannie Nungarrayi Egan, an Aboriginal artist, has said, "Our Dreamings it's really im-
portant to us, for our lives and to teach our families to know the traditional way of living. To
know the father's mother's and grandfather's Dreamings" {Nangara, 1996, p. 14).

Milky Way Dreaming on the cover depicts this galaxy as seen in the southern hemi-
sphere. The stars glow softly; the deep blue starless spaces denote the depths of space. Nangala
views the Milky Way as a "sacred residence for totemic beings" {Nangara, 1996, p. 67) and
indeed, the Milky Way holds many landmarks for Aboriginal people, who consider it to be a
"visual representation of the microcosm within, and [for whom] tracking the inner self is
knowing the pathways of the Milky Way" {Nangara, 1996, p. 67). Although painting is un-
questionably a visual art, Aboriginal art has a tactile quality revealed in its focus on design
rather than on visual reality. Aboriginal artists often paint with their fingers and relate to their
art by touching it, not necessarily by looking at it. Geoffrey Bardon {Nangara, 1996, p. 23)
has described this predilection with touch as haptic. Milky Way Dreaming does seem to invite
viewers to run a hand over its surface. Its striking beauty also invites viewers to lose them-
selves in the cosmos.
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