LINDY ALLEN, Senior Curator, Museum Victoria, and LOUISE HAMBY

Postdoctoral Fellow, Research School of Humanities, Australian National University.
Re-imagining the Role of Historical Images in Supporting Indigenous Cultural Survival

The inherent ephemeral nature of both images and memory is challenging in the context of research on cultural heritage collections. The importance of collaborating with Indigenous communities in gaining understandings of social and cultural processes from the past and their relevance for the future is essential. The inclusion of the perspectives of the source communities is central to the issue of representation and consequently contemporary museum practice given its pivotal role in presenting such knowledge for public consumption. Museums seek to create an environment of co-operation and collaboration working with the source communities to research their collections and to create projects of mutual benefit. This paper will look at how in accessing the visual record, knowledge and experiences of the past are re-evaluated, reclaimed or reconfirmed for specific purposes and invested in a future that Indigenous people seek to shape. It presents current initiatives with Indigenous communities, universities and collecting institutions using ethnographic resources and digital technologies in ways that promote Indigenous cultural survival in remote Australia. The case studies focus the results and methodologies used in relation to images taken between 1928 and 1943 by Melbourne based anthropologist, Donald Thomson in Arnhem Land and Cape York held at Museum Victoria. 

Biographical Notes:

Lindy Allen is Senior Curator for Northern Australian Collections at Museum Victoria with a career in museums spanning 30 years. She has worked and published extensively on the important historical collections of Baldwin Spencer and Donald Thomson. She was joint editor to the volume, The Photographs of Baldwin Spencer, and contributed a chapter on Donald Thomson’s photography in the volume, Donald Thomson, man and scholar.  Lindy is joint editor for a new volume on collectors, The Makers and Making of Indigenous Australian Museum Collections. Lindy has produced and/or curated around thirty major exhibitions including Belonging to Country, a major component of the exhibitions in Bunjilaka, the Aboriginal Centre at Melbourne Museum that opened in 2001. The exhibition includes an international award-winning film, Talking, Singing and Dancing the Land, which she co-scripted and co-produced. In 1989 she produced and curated the photographic exhibition, Daughters of a Dreaming. Lindy is currently Partner Investigator (Industry) on an ARC Linkage Project, ‘Oral Tradition, Memory and Social Change: Indigenous Participation in the Curation and Use of Museum Collections’ (with the University of Queensland and Deakin University) that focuses particularly on the 600 black and white glass images taken by Donald Thomson in 1928, 1929 and 1932 at Port Stewart.
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Louise Hamby is a Postdoctoral Fellow in the Research School of Humanities at the the Australian National University. One of her current projects is an ARC grant investigating the role of Indigenous people in the formation of collections from northeastern Arnhem Land.  Her touring exhibition of fibre from western Arnhem Land, Twined Together, will be at the South Australian Museum in May 2008.

GEMMA BLACKWOOD, School of Culture and Communication, University of Melbourne

Cartoon Anthropology: The Mysterious Cities of Gold and a Children's History of Imperialism

A new 3-D feature film production of the popular 1980s children's animated television series The Mysterious Cities of Gold has been recently announced for 2008, as well as the release in English of the original series on video for the first time. The original show - a transnational Japanese/French co-production that now has a strong cult following on the Internet - dramatised the horrors of the Spanish invasion of South American civilisation in 39 episodes through its focus on three culturally diverse children - a Spanish boy, an Incan girl and a boy from the Galapagos Islands - on a global quest for lost family and adventure. Pedagogical in scope, each episode would cease with a short mini-documentary (real life rather than animated) focussing on representations of modern South American cultures and practices, and elaborating further on historical themes from the episode. The educational focus of the TV series, combined with fantastical "steam punk" elements - for example, a solar powered gold-plated condor that the children could fly - worked  to represent the colonizers as brutal and barbaric, and many of the South American indigenous communities as superior and enlightened by contrast. This paper will focus on the original show, examining its Utopian revisionist narrative to attempt to answer the following questions: how does the Japanese/French origin of the series reveal ideologies that seemingly conflict with the liberal message behind the series? How effective is the show's message on such a young target audience? Finally, how might certain elements of the text - genre, music, form, narrative, etc - work to highlight contemporary Western versus non-Western geopolitics given the sudden relaunching of the series into popular culture?
Biographical Notes:

Gemma Blackwood is completing her PhD on the effects of film-induced travel at the School of Culture and Communication at The University of Melbourne. She is currently teaching in Media Communication at the School. Her research interests are clustered around the effects of contemporary global visual cultures, and her work has been published in places including Continuum, M/C: Media & Culture and The Australian Higher Education Supplement.
ALICE BURGIN, University of Melbourne
Rabbit-Proof Defence: Can Claims To Historical Truth Damage Indigenous Representation?

Where there was a need to create a boundary between ‘primitive’ and ‘modern man’, to legitimise ‘progress’, to justify particular economic and political developments, to promote a national identity for the colonial nation, or more specifically to control, manage or assimilate Indigenous cultures, Aboriginality has been made to fit the bill. (Dodson, 2003, 33-34).

Can generations of Aboriginal experiences be represented through a national, historical paradigm? In the film Rabbit-Proof Fence (Phillip Noyce, 2002), Australian Aboriginal voice appears to have been given a podium from which to speak of a history of colonial violence. However, in adhering to the classical, populist structure of the historical bio-pic, as well as to appeals of realism and authenticity, I aim to highlight how, in relation to indigenous representation, Rabbit-Proof Fence may produce a troublesome impasse. It will be the focus of this paper to consider how Dipesh Chakrabarty’s idea of the “transition narrative”, which sees third-world histories subsumed into official historical paradigms, paradoxically aligns Aboriginality with discourses of the national and colonial imagination within the film, discursive practices that arguably essentialise indigenous experience to fit a ‘universal’ model of historical time. In relation to the stolen generations narrative within the film, I will investigate how such an act of telling may contribute to an Australian Aboriginalism, celebrating a contemporary national consciousness that continues to posit Aboriginal representation within a realm of subalternity.  

Biographical Notes:

Alice Burgin is currently completing her Masters dissertation on representations of subalternity in historical cinema with the School of Culture and Communication at the University of Melbourne. 

Liz Conor

‘Unsettled Settlers: Images of Aboriginal Women and Homemaking’

It has oft been noted that the reign of Empire was critically enforced through the organisation of domesticity to secure the penetration of land-owning capitalism into traditional economies - taking ‘home rule’ literally.  Yet the socioeconomic upheavals of colonialism produced contradictions within its space and ambivalence about settlers’ sense of place in the emerging nation-state. The frontier of colonial occupation was a ‘home front’ located within the walls of permanent residence. Through the Christian decree of cultivation and the Enlightenment imperative of improvement, the European domicile was thought to have usurped the mere ‘habitation’ of the aimless, wandering native. Yet once the native was ‘domesticated’, it remained critically important to maintain the distinctions of race, gender and class despite white dependency on Aboriginal labour. The tropes of primitive domesticity are makeshift and ineffective shelters, the confusion of species boundary with dogs milling around the camp, and intimations of lack of hygiene and the threat of contamination. There is the capricious economy, unmoored from property, which randomly vacillates between hand-to-mouth scavenging and handout privation. Finally the general immorality of this way of life is underscored by gambling, opium, alcohol or prostitution. Many Europeans were deeply affronted by the Aboriginal camp, this being in space, and the ineradicable placement of the original ‘inhabitants’ as dependents on the charity of white Australia. In imagery and accounts Europeans attempted to separate colonialism’s modes of habitation, yet the conditions of colonialism adhered them to one another, and they did so principally within feminised domestic space. Under colonialism, I want to argue, the space of the colonial home is split between the two meanings of cleave, to separate and to cling. 

Biographical note:

Liz Conor has recently completed an Australian Research Council postdoctoral fellow in the Department of Culture and Communications at the University of Melbourne. She is the author of The Spectacular Modern Woman: Feminine Visibility in the 1920s, Indiana University Press, 2004, former editor of Metro Magazine and Australian Screen Education and has published essays and freelance articles in the Journal of Australian Studies and Australian Book Review, The Age, The Australian, the Sydney Morning Herald, Arena, Overland, Metro, Sydney Child, Scarlet Woman and Lilith.

JENNIFER DEGER, Macquarie University
Imprinting on the Heart: the incorporation of photographs and contemporary Yolngu mournings

This is a paper about visceral lives of photographic images.  It's about the potential for certain images—in this instance, photographs of the deceased—to not only touch and move us, but to become imprinted on our being, living within and travelling through us, enhancing our experiences, informing our outlook, and, ultimately, animating the world.  It's about the inseparability of such images from the potent affective charges they generate, and the ways such indelible, inhering images mark and transform our inner landscapes, and thence our relationships with the world and others.  To put it another way, I am concerned with the shadows—and the flickering light—that the dead cast across our futures, and the intrinsic connections that photographs can have, and mediate, in relation to such concerns.

My interest in the phenomenology of images and mourning has arisen as a result of my collaborative media work over the past twelve years in the remote Aboriginal settlement of Gapuwiyak in Northern Australia, a place where everyone is all-too-well-acquainted with death and its aftermaths.  In particular, this paper has been prompted by what seems to me to be a striking moment in Yolngu cultural history.  Up until very recently in northeast Arnhem Land photographs of the dead have been destroyed, or at least placed securely out of view, for several years after a death.  This taboo on viewing images of deceased people, shared with many other indigenous groups around the country, has been generally explained within the broader community in terms of the cross-culturally understandable potential of such images to 'upset' close kin.  However, as I have argued elsewhere, this gloss actually covers a complex and culturally specific response to the mimetic potency of the camera (and other electronic recording devices) (Deger 2006), an analysis of which requires an appreciation of the mimetic and intercorporeal dynamics of Yolngu relationships with kin and country as figured through ritually charged moments of becoming-same-as-Ancestors.
In this paper I will swing my analysis from cameras and the images that they make, to focus on the productivities of viewing in a cultural context where visual dynamics far exceed those theorised by notions of the gaze or representational politics. For it's not simply the materiality of photographs themselves (c.f. Edwards 2001, Wright 2004) that needs to be taken into account appreciating the role of photographs in Arhnem Land—but the material effects that Yolngu understand the work of viewing to trigger in both kin and country.  As I will describe, the emergence of new practices and priorities in relation to photographs of the dead require a re-consideration of the potency of such images as they are taken up, re-figured—and, as I will argue, quite literally incorporated—by bereaved cultural subjects attuned to the transformative powers of perception, imagination and the work of feeling. 

Biographical Notes:

Jennifer Deger is a Macquarie University Research Fellow in Anthropology.  Her work as an ethnographer and collaborative videomaker with Yolngu in North East Arhem Land has fostered an abiding interest in the dynamic and constitutive relationships between vision, culture and digital media technologies.   Her recent book, Shimmering Screens: Making Media in an Aboriginal Community, was published by University of Minnesota Press.
PIP DEVESON, Australian National University and WUKUN WANAMBI, Buku Larrnggay, Yirrkala
The Agency of the Subject

In hindsight, the work of many ethnographers can be seen to reflect the agendas and agency of the Indigenous people with whom they worked. For, almost without the ethnographers knowing it, their 'subjects' exerted a degree of influence, and even control, over their photography, filming and collecting. Resulting bodies of work can be seen as contributions to an ongoing campaign of advocacy on the part of Indigenous collaborators – who literally find a voice through the medium of the outsider.

Pip Deveson and Wukun Wanambi will talk about current processes of recovering photographs and film and the different ways in which archival film can be used by Indigenous communities. Wukun will talk about his work as Director of the Mulka Project – the new multimedia centre at Buku-Larrnggay Mulka, the arts centre at Yirrkala; and both will reflect on Wukun’s role in the creation of ‘Ceremony – The Djungguwan of Northeast Arnhem Land’ a DVD that combines three Djungguwan ceremonies, shot in 1966, 1976 and 2002. The DVD is the product of a long history of Yolngu engagement with filmmakers to get a message across, both to future generations of Yolngu and a wider public.

Biographical Notes:

Pip Deveson is currently working as a Research and Media Project Officer with the Research School of Humanities at the Australian National University. With a background in Anthropology, she has worked in the area of ethnographic film with Ian Dunlop on the Yirrkala Film Project, as editor and co-writer. In recent years Pip has worked on a number of web and multi-media projects, most notably, a multi-media biography (on CD-ROM) of the renowned Yolngu artist, Narritjin Maymuru.
Wukun Wanambi is a leader of the Marakulu clan in NE Arnhem Land. He is a renowned artist who began painting as a result of the Saltwater project. His arm of the Marrakulu clan is responsible for saltwater imagery which had not been painted intensively since his father's death. His first bark for this project won the Best Bark at the 1998 Telstra National Aboriginal and Torres Strait Islander Art Awards.

Wukun is currently employed as Director with the Mulka Project at Buku Larrnggay, the Yirrkala arts centre. He has been involved heavily in many major Yolngu communal projects of the 2000s such as the Sydney Opera House commission, National Museum opening, Wukidi ceremony and the films Lonely Boy Richard, The Pilot's Funeral and Dhakiyarr vs the King. He is also an active community member in recreation and health projects and supports a large family.

PENNY EDMONDS, School of Historical Studies, University of Melbourne

Conciliation Narratives: Governor Arthur's Proclamation to the Aborigines and the historical imagination in Australian settler society

A series of Proclamation Boards illustrated with compelling images of friendship, equality before the law and mutual punishment for Aborigines and Europeans alike, were issued by Governor Arthur in 1829/30 in an attempt to conciliate Aboriginal people in Van Diemen's Land (Tasmania) amidst a climate of aggressive settlement and frontier violence.

Few original boards remain. One board is currently held in the collection of Museum Victoria, several others are held in collections around Australia, and to date two have been located in international institutions. As a rare group of heritage objects the Proclamation Boards are of extraordinary national significance. The images on the boards have great cultural resonance, and are some of the most recognisable and potent symbols of the colonial era in Tasmania. These striking pictographs have been capitalized and reworked over time, and have come to shape particular understandings of Australian history at the national and international level.

Created as apparent British humanitarian entreaties to friendship, espousing the rule of law and cessation of frontier violence, the images were also later harnessed for imperial propaganda, and tell us much about the management of settler discourses on the national and international stage. Since 1830 derivative lithographs, postcards, artworks, and objects have been produced as responses to and subversions of the originals, and this paper traces such responses including artwork by Indigenous artist Julie Gough. This paper, part of a wider ongoing ARC linkage project, seeks to explore the complex cultural and historical meanings that the boards and their derivatives have garnered both in context and through time.

Biographical Notes:

Penny Edmonds has broad professional experience in the fields of public history and cultural heritage, and has teaching and research interests in the museum, Australia/Pacific, colonial and postcolonial areas. Penny is currently an ARC postdoctoral fellow in the School of Historical Studies, University of Melbourne, for the project Conciliation Narratives and the Historical Imagination in British Pacific Rim Settler Societies. 
edmondsp@unimelb.edu.au

WENDY GARDEN, University of Melbourne

‘Re-membering the archive’ Nineteenth century photography and contemporary practice.

This paper investigates the use of nineteenth century photographs of indigenous Australians from institutional archives in the artistic practice of Brook Andrew.  Photographs taken within an ethnographic mindset circulated within narratives that privileged European understandings of race and silenced indigenous opposition.  During the second half of the twentieth century these photographs largely resided in archives that were absent from the public domain and largely forgotten.  According to Brook Andrew “images of death, sexuality and evidence of colonial wars are thought not to exist and therefore are erased or hidden from public eye without witness or assessment.”
 Deploying this material in contemporary practice can be seen as a strategy to elicit a re-membering which contests dominant narratives that elided the trauma of dispossession resulting from colonial settlement as well as successful contestation and empowerment. 

This paper explores a number of key questions that arise from the process of deploying archival photographs into reworked images.  For example what is a photograph’s status as a memory document? Whose memories and narratives exist in archival photographs and what happens to them when the photographs are relocated in the contemporary image? How does the photograph position the viewer? And how does the photograph and the reworked image open up alternative understandings and memories? Locke argues that responsibility for the past does not result from a mere remembering of the past but from an identification with the subject performing the remembered act. This paper discusses how this is activated in contemporary practice within the context of trauma and loss experienced by indigenous Australians.

Biographical Notes:

Wendy Garden is a doctoral candidate at the University of Melbourne.  She completed a Masters of Arts in the School of Art History, Cinema, Classics & Archaeology at the University of Melbourne in 2004.  Her thesis topic was Performing Identity in British India: A Perspective Through the Camera Lens, 1850s-1900s. Her current project entitled Memory, identity and the politics of resistance in contemporary Australian photography analyses recent strategies by a number of artists who engage with the archive to promote more complex understandings of the matrix between representation, space and understandings of Aboriginality. Wendy Garden worked as Curator at the Royal Historical Society of Victoria from 1999-2003 and as Art Curator for Banyule City Council.

ROSS GIBSON, University Technology Sydney

Vision and Disintegration

Europeans colonised Australia at a time when their sense of vision was undergoing extraordinary redefinition.  This is the cognitive revolution that Jonathan Crary describes so thoroughly in Techniques of the Observer.  For the white people, vision was being mechanically enhanced and organised for scientific, economic and self-assertive purposes.  Prioritised and technologised this way, vision became disintegrated from the other senses and was set apart and 'regarded' as preeminent.  Up till this juncture, of course, indigenous people were living an entirely different and germane history of the senses.   

While the indigenous societies suffered a methodical disintegration from outside, the Europeans benignly disintegrated their own world from inside.  By this I mean the settlers separated and elevated vision above all the other senses.  This must have seemed a good idea to most colonists at the time.  It must have seemed inevitable, efficient and triumphant.  

There's no denying how damaging the realignments of the senses were for indigeneity  --  particularly in the way new regimes of vision locked around Aboriginal people till they became treated as moribund objects rather than dynamic subjects,  Even so, amidst the catastrophe, a few people did seem to sense, now and then, the richness and difference of indigenous cognition, especially the multi-sensory perceptions that engendered the nuanced, indigenous understanding of the environment.  

In my presentation I will examine a few moments when the possibility of re-integrating vision into the full array of senses was comprehended by some settlers.

Biographical notes:

Research Professor of New Media and Digital Culture at UTS, author of South of the West (1992), EXCHANGES: Cross-Cultural Encounters in Australia and the Pacific (1996 edited) and Seven Versions of an Australian Badland (2002), and films CAMERA NATURA (1985) and WILD (1993).
CHRIS HEALY, The University of Melbourne

Forgetting Abo art

This paper begins by considering the recent consolidation of Papunya Tula as ‘perhaps the greatest single cultural achievement of Australia’s post-settlement history’.
 One of the effects of this cultural achievement has been that this ‘new’ and ‘authentic’ Aboriginal art has come not only to dominate the terrain of contemporary Aboriginal art but also to obscure how, in the not too distant past, Aboriginal art was possessed in very different ways by non-indigenous Australians. As well as being the beginning of a movement, Papunya might also be the beginning of the end for Aboriginal kitsch. My starting point for this contrast is Roman Black’s 1964 book, Old and New Australian Aboriginal art, in which ‘new Australian Aboriginal art’ refers to the work of non-indigenous artists, designers and potters who were using indigenous art as a resource and inspiration for their artistic practice. This work opens up the terrain of Aboriginalia or Aboriginal kitsch as an ambivalent culture space of Aboriginality. What’s remarkable about the inheritance of Aboriginalia today that that while it’s being forgotten and disavowed by respectful white collectors, it’s being reworked by artists such Destiny Deacon, Gordon Bennett and Ross Moore. Their work provides me with a conclusion to this paper.

Biographical notes:

Chris Healy teaches cultural studies at the University of Melbourne. His publications include; From the Ruins of Colonialism (1997), Cultural Studies Review (co-ed. 2002-6), South Pacific Museums (co-ed., 2006) and Forgetting Aborigines (in press 2008).

Jeanette Hoorn, The University of Melbourne

Reviewing Strange Fruit: Memory and Testimony in Julie Dowling¹s Portraits.

Last year the Ian Potter Museum of Art staged the first retrospective of the
art of Perth painter Julie Dowling in an exhibition which spanned three of
the Museum¹s galleries. The Exhibition broke all records for attendance and
received remarkable coverage in the local and national press. In this paper
I review the public¹s enthusiastic reaction to Dowling¹s very painterly show
and consider why in an age when art is increasingly disembodied and reliant
on cyber technologies, Dowling¹s talent for inventione which comes from deep
within the history of art, was so admired.

Biographical notes:

Associate Professor Jeanette Hoorn is an historian of the visual cultures of the Australia and the Pacific, in the School of Culture and Communication at the University of Melbourne. Her most recent book is Australian Pastoral: The Making of a White Landscape, Fremantle Press, 2007. She is preparing a book on Julie Dowling¹s paintings for publication in 2010. In addition, she is working on the Moroccan pictures of Hilda Rix Nicholas. An Australian Research Council project is underway investigating early films dealing with the European mission civilisatrice.

GARETH KNAPMAN, University of Melbourne 

Barbarians and savages: two sense of primordialism that divided the world 

This paper examines images of the barbarian and the savage from the nineteenth century. The barbarian and the savage became key themes in the construction of social, political, and economic theory. John Locke’s, William Robinson’s, and Adam Ferguson’s social theories — as well as eighteenth-century social theory more broadly — created the savage and the barbarian as a theoretical. The savage and barbarian supported theoretical superstructure of civilisation and progress. This social theory saw the Native American as an example of early humans everywhere. The nineteenth and twentieth centuries saw the continuation of this theory in more nuance forms. The savage and the barbarian also underpinned early ideas of race and informed the emergent theories of evolution. There was a division however between the barbarian and the savage. The indigenous people that lived in the new worlds became savages. In comparison, historians and theorists of Europe did not refer to the ancestors of the inhabitants of the old world as savages, but rather as barbarians. This paper explores this division through nineteenth-century depictions of the savage and the barbarian. In doing so, this paper explores how this imagery fed into ideas of race and ethnicity. Two forms of primordialism emerged: the barbarian as the ethnic core within the civilised old and the savage existence of the indigenous peoples in the new world. Dividing the later group from the former, indigenous peoples became theorised as infants or worse as evolutionary failings. Visual imagery played an important role in constructing these two forms of primordialism. 

Biographical notes:

Gareth Knapman undertook a Bachelor of Arts at Monash University. He subsequently went to RMIT University’s Globalism Institute to write a PhD on the role the savage and the barbarian in constructing ideas of ethnicity. He submitted his PhD in August 2007. Since 2002, Gareth has lectured in political theory, political philosophy, and Asian history. He has worked at the University of Melbourne, Monash University, Deakin University, and RMIT University. He is currently working the University of Melbourne. 

CAROL MAGEE, University of North Carolina, (Chapel Hill)
Ndebele visual culture in a global arena: an analysis of photographic cross-cultural representation

In this paper I analyze the ways visual culture represents, reinforces and resists socio-political relations of power. Specifically, I look at the 1996 Sports Illustrated (SI) swimsuit issue, shot in South Africa two years after the end of Apartheid. I examine two photographs that use Ndebele people and material culture to evoke that locale. One photograph presents Georgiana Robertson against the wall of an Ndebele painted home; Ndebele designs are painted on her bare breasts. Physically done by a SI make-up artist, this painting was supervised by internationally renowned Ndebele artist Esther Mahlangu at her home. In the other, shot at the Kgodwana Ndebele Village and Museum, Kathy Ireland stands in the doorway of an Ndebele building; two Ndebele women, in full ceremonial regalia sit on either side of her. Both images are visually striking with strong compositional play on pattern and color and thus may seem, initially, benign representations of beauty as they circulate in an international context. However, when the local context is considered, these images reveal a complex of stories. A close visual reading of these photos reveal the persistence of colonial attitudes and conventions in cross-cultural representations; the Ndebele function here as props. Taking the sites of these photos’ production and interviews I conducted with the depicted Ndebele women into consideration, I argue that these representations also play vital roles in mediations of cultural heritage and economic independence for formerly colonized and politically marginalized indigenous peoples, thereby resisting (neo)colonial discourses.

Biographical Notes:

Carol Magee is Assistant Professor of African art history at the University of North Carolina at Chapel Hill.  Her book project, Africa in the American Imagination, explores the ways African art and culture appear in American culture products as varied as advertising, Mattel's world of Barbie, Sports Illustrated, Disney's theme parks, and museums. In it she interrogates the ways that nationalism, imperialism, race and nostalgia are both reflected in such products and the ways these products help to create, shape, and reproduce understandings of Africa and Africans for an American public as well as Americans' understandings of themselves. She has published in Third Text, Social Identities and African Arts. 

Frances Peters-Little, Australian Centre for Indigenous History, Australian National University

‘History’s Like Water’: Finding our own level after Howard

In her latest production VOTE YES FOR ABORIGINES, Aboriginal documentary filmmaker and historian, Frances Peters-Little interviewed the former Prime Minister of Australia the Honourable Paul Keating and asked how he thought history might remember John Howard; his reply was that “History was like water, that it would somehow find its own level”. In this presentation Peters-Little will discuss what levelling of the waters that she would like to see in the future and talk to her experiences as an Aboriginal filmmaker and historian and how she has had to marry these experiences together in trying to overcome innumerable images of Aboriginal people as ‘nobles and savages’.  Peters-Little will also be screening a brief excerpt from her latest film VOTE YES FOR ABORIGINES 


 Biographical Notes:
Frances Peters-Little is a Kamilaroi/Uralarai woman, Research Fellow and
Deputy Director, Australian Centre for Indigenous History, Australian
National University, Producer/Writer of the ABC award winning documentary
TENT EMBASSY (1992) and Director/Writer of SBS’s VOTE YES for
Aborigines (2007).
DR. LISA SLATER, Research Fellow, RMIT University, Melbourne
‘Rubbish people’: Aurukun kids projecting life into bad statistics 

In Australia, dualistic thinking dominates perceptions of Indigenous people. Indigenous people are perceived to be either talented – artists or athletes – or people with problems – deficient – which restricts Indigenous peoples participation and influence in the contemporary socio-political body. The narrative of deficiency is most pronounced and deeply inscribed in remote and predominantly indigenous areas. This paper examines multimedia programs in remote communities (Aurukun and north east Arnhem Land), which are aimed at transforming the life opportunities of Indigenous youth. In the west Cape York community of Aurukun, a school student involved in the multimedia program remarked that ‘outsiders’ perceive Aurukun residents as ‘rubbish people’. The narrative of defiency dominates to the exclusion of indigenous experiences and knowledge. The short films, rap music and animations that the youth create enable them to feel that they not only have a voice but also are capable of intervening in the bodies of knowledge that circulate in the mainstream and in so doing limit and oppress them. The students insert themselves, their culture and experiences into the limited discourses on ‘remote’ indigenous communities in the hope of not only transforming the mainstream narratives of deficiency but also their embodied, lived experiences.

Biographical notes:

Lisa Slater is a Research Fellow at the Globalism Institute, RMIT University, Melbourne. This paper is a part of a larger project examining the cultural and political significance and health and well-being outcomes of Indigenous festivals.

SABRA THORNER, New York University

"Indigenizing Photography: Art and Activism in Contemporary Australia."

In a 2005 article entitled “Blak Screens and Cultural Citizenship,” American anthropologist Faye Ginsburg argues for the importance of media and media-makers as critical to understanding how contemporary nation-states and their citizens negotiate diversity.  The difference between how states construct and regulate subordinated groups and how members of such groups challenge or transform imposed definitions is central to cross-disciplinary notions of cultural citizenship.  Though Ginsburg is an important exception, academic considerations of this construct tend to neglect visual media.  I argue that photography—long a site of meaning making about Indigenous peoples—is being repurposed, radically re-imagined by Indigenous peoples in projects of 1) reclaiming archives as sites of new meaning making, rather than static repositories of colonial data; 2) digitizing collections to accommodate traditional languages and cultural protocols; and 3) producing new images and aesthetic sensibilities as forms of contemporary identity construction and political intervention.    

Though these three trends are intersecting in productive and unprecedented ways, in this essay, I focus on the last realm as a newly invigorated site of articulating cultural citizenship.  Indigenous avant-garde photography has become an exciting, dynamic movement through the groundbreaking work of Brook Andrew, Brenda Croft, Destiny Deacon, Fiona Foley, Leah King-Smith, Tracey Moffatt, Michael Riley, Darren Siwes, Christian Thompson (and more!), now circulating in community centers, national galleries and international arenas, to increasingly receptive and engaged audiences.  In this conference paper, I will consider the work of three of these avant-garde artists to explore how photography has become a particularly rich medium through which to reformulate Indigeneities and national imaginings in twenty-first century Australia.  

Biographical Notes:

Sabra Thorner is a Ph.D. Candidate in the Department of Anthropology and the Program in Culture & Media at New York University in New York, New York.  Her work focuses on Australian Indigenous photography, and how archives, activism, and art production intersect in productions of contemporary Aboriginality.

SHARON WEST, Indigenous Arts Unit, School of Art, RMIT University. 

TERRA FABRICATA: Constructing an Indigenous Picturesque

The premise of this paper concentrates on the notion of the Picturesque, as a European derived painting genre and the methods in which 19th Century colonial artists and contemporary Indigenous artists have applied these conventions in Australian landscape painting. 

In the first part of this paper, I will discuss the use of contrived spatial and pictorial painting devices within colonial art practice, which I will argue, attempted to reinstate pictorially a South Eastern Indigenous way of life already overwhelmed and disseminated by a dominating European presence: The tribal countries of the Western District of Victoria being prominent examples (and social experiments) of a cultural assimilation. A people forcibly held under control within their landscape. This paper will concentrate on Victoria in particular, drawing on references from the art works of Eugene Von Guerard and Nicholas Chevalier. 

I will also examine the idea of the landscape reconstructed and fabricated by the artist to suggest a landscape that no longer exists and the concept of the landscape being a ‘painters delight’; A tamed and accessible landscape which I have derived from Tim Bonhady, who suggests the notion of an Australian colonial landscape painting attempting to function as successful and pleasing landscapes and on par fashion wise with it’s English counterparts. The landscape has been manicured and tamed to emulate an English stately park. 

The second part of this paper will discuss the artworks of a Koori Elders cohort who are currently based at the Indigenous Arts Unit of RMIT University. This cohort includes  Gunditjmara Elders, Aunties Bunta Patten and Frances Gallagher from the Western District and  Taungerong Elder Aunty Gwen Garoni from the Yarra Valley. I have chosen to include their landscape works in this paper as a way to juxtapose earlier colonial work and to contrast the treatment of space and form in landscape painting. Whereas colonial artists were painting from a European notion of land, these Elders paint from an emotional and memory based viewpoint, acknowledging an ongoing connection to land. I am wary of considering their work as wholly Picturesque in approach but rather perceive their applications as an Indigenous hybrid that has been fashioned and formed from their mission and assimilated childhoods and upbringing.

Biographical Notes:

Master of Arts candidate and visual arts teacher at the Indigenous Arts Unit, School of Art, RMIT University. 
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ELIZABETH WILLIS, Curator Emeritus, Museum Victoria
Photographs of Kulin people from ‘Fernyhurst’ station, Victoria, 1850s: their making and re-making over time.

This paper expands on earlier research, published in the La Trobe Journal, Spring 2005.
 In that article I traced the origin of a series of photographs of Aboriginal people in northern Victoria that were taken by a squatter during the 1850s. I wrote about his motives for taking the photographs and discussed the level of involvement that the Aboriginal people had in shaping how they were being depicted. The article identified all of Kerr’s photographs, which are scattered across several different collections, and began to trace the subsequent history of their reproduction and use. 

This paper will expand on the subsequent history of the images produced by Kerr, over the next 150 years. Far from languishing in Library collections, the images have been used in many different ways, to shape and challenge ideas about race and cultural difference. Some have been reproduced as  etchings and lithographs in travel journals; some became mis-identified ‘types’ in a colonists’ scrap book; at least one became a hand-coloured postcard in the early twentieth century, with a misleading title. More recently, Kerr’s photographs have been referenced in the work of artists like Julie Dowling and Paul Carter. The paper will be a case-study looking at how a series of images of Indigenous people have been used over time; it will discuss each re-used  image in its context, and suggest why some images were more popular than others.

Biographical Notes:

Elizabeth Willis is a Curator Emeritus with the History and Technology Department at Museum Victoria. She has recently completed a Creative Fellowship with the State Library of Victoria, researching settler collectors in Port Phillip before 1867. She has published articles on frontier relationships, the exhibition of Indigenous items at international exhibitions, and images of nationhood.
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� Paul Carter, ‘Introduction: The Interpretation of Dreams’ in Geoffrey Bardon and James Bardon, Papunya: A Place Made after the Story: The Beginnings of the Western Desert Painting Movement, The Miegunyah Press, Melbourne, 2004, p. p. xiv.
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