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Figure 0.1: Peter Marralwanga, Bill Birriyabirriya,
John Mawurndjul and John Dalngadalnga with the
skull of a crocodile, Mumeka, 1982.

Source: Photograph by author.
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This text is taken from Peter Marralwanga: Painter of the Djang of western Arnhem
Land, by Luke Taylor with Ivan Namirrkki, published 2026 by ANU Press,
The Australian National University, Canberra, Australia.





