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Abstract

This thesis provides an analysis and critique of photography of the Adnyamathanha, focusing
on Charles Pearcy Mountford’s photographs, both within the archives and their repatriation
to the Adnyamathanha community. Throughout this thesis, | weave a pathway through
various Adnyamathanha interpretations of historical photographs of themselves and Country
and contrast these understandings to Udnyu (or Western people’s) understandings of these

photographs.

I am an Adnyamathanha woman collaborating with my community for this research. | have
based this thesis on fieldwork, including interviews, workshops, and photo-elicitation. | chose
a range of photographs from the Mountford collection in the State Library of South Australia
to take back to Adnyamathanha. | conducted interviews with Elders, sometimes alone or with
their families. | held workshops in several schools with young people to gain artistic responses
to the photographs. | also curated the Minaaka Apinhanga: Through Many Eyes exhibition
(Richards, RG 2019f)— hereafter referred to as ‘the Exhibition’— at the South Australian

Museum in 2019 of photographs, objects and artworks made in response to photographs.

| predicate this thesis on knowledge and understanding of Adnyamathanha epistemology,
especially about photographs, rather than an intense analysis of Euro-Western (hereafter
referred to by the Adnyamathanha term of Udnyu) anthropological theories of
Adnyamathanha society. | explain the notion of Muda as encompassing Adnyamathanha law,
history, and Creation accounts. Muda underlies Adnyamathanha vision, interpretation, and
discussion of many aspects of relationships. It is an overarching concept | need to address to
understand how Adnyamathanha people view photographs. My aspiration herein is to fulfil,
in some measure, the first aspect of Tuhiwai Smith’s (1999a: xiii) call for decolonizing
methodologies: to ‘open up possibilities for knowing and understanding the world
differently’. An Adnyamathanha-grounded theory of Adnyamathanha interpretation and uses

of photography goes some way towards fulfilling this goal. These are our stories.

Across the generations, perceptions of photographs have a consistency as well as significant
differences. The continuity of concepts in Adnyamathanha understandings of photographs

shows the strength of the intergenerational transmission of culture. There have been over
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180 years of Adnyamathanha contact with Udnyu people. Nevertheless, many aspects of
interpretations of the photographs are culturally specific, showing the power of those
interpretations for both young and old Adnyamathanha participants regardless of Udnyu
pressures to assimilate into Udnyu (Western) culture. This is particularly the case with
Adnyamathanha understandings of the spirit in the photograph, as shown throughout this

thesis.

Analysis of Adnyamathanha understandings of the photograph also reveals historical and
colonial misconceptions of the interpretation of Adnyamathanha gender relationships, which
research has sometimes erroneously imputed to Adnyamathanha society today. This thesis
shows how some of these misunderstandings of gender relationships have shaped

contemporary understandings of kinship, relationships (relationality), and gender.

The second aspect of Tuhiwai Smith’s (1999a: xiii) call is to seek solutions to problems caused
by colonisation. | endeavoured to suggest ways such efforts, already begun in many areas,
can be further advanced in managing archives and representing Indigenous people. To avoid
misconceptions arising from some earlier representations of Adnyamathanha, and of
Aboriginal people in general, | suggest a way to manage more adequate representations in

conjunction with the contemporary subjects and owners of that representation.
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List of terms

Table 1. Adnyamathanha languages (Yura Ngawarla) terms

Yura English definition

Ngawarla

term

Adlari Sister-in-law (or different/cross-moiety cousin)

adnu bearded dragon

adnyarlpu native geranium

Adnyini Mother’s mothers and same moiety grandchild (reciprocal term), i.e., female self’s
daughters’ children

Adnyini Father’s mother and opposite moiety grandchildren (e.g., female self’s son’s children)

Ngaparla (reciprocal term) but often shortened to Adnyini.

Akurra rainbow serpent

aldyanada knob tailed gecko

Andu yellow-footed rock wallaby

-anggu past tense verb suffix

-apinha many (ad fix)

Ararru north wind moiety

Ararru- of the Ararru moiety

milanha

ardla wirdni firestick

arlanda an ordinary calling out to another person

Arnngula The ‘making of the spirit smoke’ or ‘smoking ceremony’

Vundu

Nguthandanh

a

Arnngurla Spirit/abandoned campsite where spirits frequent

Arnngurla ‘Death Rock’

Adnya

Arrawie possibly refers to Arra-awi, a waterhole near Ti-tree outstation, Wertaloona Station

Arrunha Awi a sacred waterhole

arti blood

Arti murru dried blood

Artimurrumurr | the station name Artimore derives from, and my father always referred to a creek just east

unha of Minerawurta (Ram Paddock Gate).

Artuapi Father's sisters (Aunt)

Artuna Self’s partner if self identifies as male

Artunyi A group of women, specifically the Seven Sisters creation account

Artuwaralpan | location of Mount Serle/Frome Creek area

ha

atha digging stick

Awi Water

Iga Capparis mitchellii, or native orange tree

Iga Warta location in the Flinders Ranges

Inhaadi This is the two old Adnyamathanha men, Wilyaru men of the same generation and

yuanda opposite moieties.

valnaapa

Inhaadinha "This one here’, said as a name.

Inhawartanha | ‘This one is...”

Jarieya Percy Richards

ku Habitual, regular tense suffix; ongoing narrative tense suffix
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mai

makati
Malka
Malkada
Malkada
Witina
Malkai
Mandaawi
yuku
ikandawa
Mangundanh
a
Walawalanda
nha

mararra
Marldapi
Marni

Marri yarngu
Marrukurli
Mathari
Mathari-
milanha
Minaaka
Apinhanga
Mindapartinh
a

Mindi
Minerawurta

Miradi

miru

miru vapa
mita

mityi

mityi wakanha
Muda
Mudanghatyu
murawirri
Murri

Ngai

Ngai mityi
Ngai
Yarlpumukunh
a
Ngaingga
Ngamarna
Ngami
Ngaparla
Ngarlaami
Ngathu
Ngatyu
Ngawarla
Wami

vegetable foods, predominately female-gathered and prepared
rifle

markings

First stage law, initiation

First initiation stage trenches

a location of rock paintings in the Flinders Ranges
‘Footprint is here she,’ i.e., ‘she footprint is here’

calling out ceremony

black duck

spirit cloud

Self’s partner if self is female

dead people hidden away

creature in ochre dreaming

South wind moiety (opposite of Ararru moiety)
of the Mathari moiety

Through Many Eyes
spirit after death

wallaby net

(also known as Minara Wurtu/ Minara Urta) location of a past community known as 'Ram
Paddock Gate'

spirit trickster

Man (‘male’ considering miru vapa ‘little boy’) (Schebeck 2000: 79)

little boy

Brother-in-law (a popular term probably borrowed from the English word ‘mate’)

Name

no name

Adnyamathanha law/History

my Muda [Mudangatyu]

fighting boomerang (compared to wadna: hunting boomerang)

spirit baby/child (Mountford, C. P. & Harvey 1941: 156). My father, Vapi L. Richards (1994
pers comm.), also used this term when discussing baby spirits associated with a particular
conception site.

| as a subject of a sentence, clause, or phrase with an intransitive verb, ‘Me’

I name

| am the Bilby bones ('l am the bilby bones' totem)

Expression of regret — | am sorry / Poor thing.

Mother's brothers

Mother

Different/cross-moiety cousin

Mother’s older sisters/ big mother (from Ngarla Ngami)

‘I’ as a subject of a sentence, clause or phrase that features a transitive verb.
Or ‘nghatyu’ is a singular possessive meaning ‘my’

Location in the Flinders Ranges
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Nguarli

nguri warta
Nguthuna

Nguthunanga
Mai
Ambatanha
Nipapanha
Nunga

Pau pau

-ru

Thadkithadki
Yura

thapa-
thapanyina
Ubmarli
Ubmarli Vapi
udi

Udnyu

Udnyu
Minaaka- Yura
Wanggatha
Unakanha
vadiku

vaidi
unatyirldi
urdlu

urli

Urngi
Urrakurli
Vada
Ardlanha
vakuvaku
valanpila

valnaaka
Valnaapa
valnaaparu
valnyini

Valu
Varndarnaku
Uranyi
valurdupa
Vandapanha
Wida

Vanha
Vapapa

Father’s fathers / same moiety grandfather and same moiety grandchildren (reciprocal
term), i.e., son’s children for male self

Acacia Rivalis or Creek Wattle

‘dreaming’ spirits or ‘the great actors in the Dramas of the Dreaming’ (Tunbridge 1988b:
xxii). It also refers to custom or law

Name of the site where the ancestral spirit, Old Woman, made the damper (Tunbridge
1988h: 110)

Or ‘Nepabunna’ An Adnyamathanha community

older brother (or same moiety male first cousin)

Female dancing for the ceremonial becoming of men

-ru is a possessive marker. e.g., ‘Becky’s paper’ as ‘Becky-ru pipa’. However, you cannot
use ru in the context of the photographs as Adnyamathanha do not perceive them as
possessions

dead spirit in a song

Pepper cress or Lepidium plant

Father’s eldest brothers
Father’s younger brothers
Song

Before colonisation, this meant spirits or ghosts (Schebeck 2000: 43); after colonisation
was translated as ‘white/ghost people’ as the white people were seen as ghostly white.
Udnyu is increasingly used to refer to white people, not ghosts.

White eyes- Udnyu Voices

Sung as each place is searched, and translated as ‘Unakanha was not there’, conveying the
sense that Unakanha continued to be missing despite the search.

Strangers (Schebeck 2000: 146); also ‘little people’ in Vapi L. Richards (2002 pers comm.)
diver duck or little grebe

red kangaroo (secular term)

Stick nest rat

Clever-person or doctor

Magpie

Paralana, Flinders Ranges

Bellbird
Or vanpila (short form): they (2) same generation + same moiety, e.g., brother and sister

they (2) different generation+ same moiety, e.g., mother and child

two mita (mates), a Mathari and an Ararru man

Possessive: their (2) (belonging to or for two mita (mates), a Mathari and an Ararru man
Subject form of they (2): they (2) different generation+ opposite moiety, e.g., father and
child

He Sends the Rainbow (song)

subject form of they (2): married couple
a famed gum tree under which significant meetings occurred

third person singular: ‘he’, ‘she’
Mother’s father and opposite moiety grandchildren (daughter’s children) (reciprocal term)
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Vaparlu

Vapi

vardna
Vardnapa
Vardnundyaru
varndyaru
Vartiwaka
Vilhali
Viliwarunha
vinya

vinyi
Virdianha
Virlkuthanha
Virnga/Vintya
Vudla ngami
Vurlka
Vurlkanha
Vapi

wadna
Wadngami
wadu
Wadunha
Yura
Wakarla
Wakarla
Adpaindanha
Walypi
Walypi
Milyaru/
Walypi
varrpa/
Walypi wadi
walypi wadi
Wanjulda
Ward-arda
wari

Warlda
warnngapi
warratyi
wartathirnka
Waturlipinha
wauda

Wida Ardupa
widlya

wildu

Wildu Urngi
Wilyaru
Wimila

wirri mutyatya
wityarti
Waurlpinha
Yaka

Yakarla
yakarti

Self’s and brothers’ children if self is male/ brothers’ children if self is female
Father

goanna

first stage initiate

her his, or its possessive form

the short possessive form of the third person singular pronoun ‘his/her/it’
Eremophila Longifolia/Plum bush or Weeping Emu Bush

younger sisters/ brothers

a traditional women’s song

the seeking of justice or vengeance when people broke laws or caused harm
Broombrush

a lullaby: birth order name meaning first born child who is a male

The Old Woman or Women (name)/ Female Elder

Brother-in-law

spirit mother

Old man / Male Elder

Father’s older brothers (Uncle), translated as ‘old fella dad’, also known as Ubmarli Vapi

boomerang

Mother's younger sisters (little mum)
tense, meaning that the event is past and finished.
long-time ago Aboriginal person/people

crow
place of the painting of the crow

name of Group, Blinman/ Wilpena (Wurlpinha) area/ [“south”; “Blinman mob”]
South wind

southwest wind (Kuyani)

Sydney Ryan's name

A person of the opposite moiety to self (e.g., Ararru)
wind (old Adnyamathanha term)

summer

spirit or ‘old people’

Emu (bird)

South

a Muda story

black

Two Gum Trees who are a married couple
wurley (or traditional housing)

eagle

home of the eagle

fully initiated man

Elders’ meeting

clubs with a knob at one end

witchetty grub

name for Wilpena pound

Older sisters

Self’s and sisters’ children if self is female/ Sisters’ children if self is male
child



yalda wirri
yaldhatyi
Yandawarta
Yardli

yardlu

yarli
yarli-inda
Yarlpumukunh
a

Yarta

yarti yarti
yula-yulanika!
Yura

Yura
Ngawarla
Yurlu

Yurlu
Ngukandanha

throwing stone or slate rock club
red

ceremonial ground

male (Schebeck 2000: 241)
coolamon

yelling out

yelling out in pain or fear

the Greater Bilby Bones or Totem

Country
dead spirit
saying ‘Stretch out to go to sleep!’

Adnyamathanha people [‘Aboriginal man/people’ (Schebeck 2000: 79) and ‘man’ (Ellis, RW

2013: 30)]
Adnyamathanha languages

Red-backed kingfisher
kingfisher creation story
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Table 2. Terms used in other non-Adnyamathanha or English languages

Term Definition Language group
Altjira dreaming, history, law Central Desert
Arrernte
Altyerr traditional Alyawarr
Altyerr-penh from tradition Alyawarr
Alyawarr an Aboriginal people of Central Australia and a Central Alyawarr
Desert language
Ara Irititja Pertaining to History (Ara: History. Iriti:a long time ago. Pitjantjatjara
tja: of or ‘pertaining to’
Barngarla Ngawarla language of the Barngarla people Barngarla

Dhuwa

EMu
Galyardu

Karn-ngurla Kadnya

kuka

Kumanjayi/Kunmanara

mamara
Miru
MiRu

ngangkari

Nyanggaa, Nhangga

Pukartu

Tarndanyangga

terra nullius
ThuRa
Thura

Thura-Yura

tjitjii ngangkari
wailbi

walytja

way(i)tpi
Wik-Mungkana
Yartapuulti
Yartli

Yirritjia

Yura

a patrilineal moiety in Arnhem Land

electronic museum database software
deceased person
Death Rock or ‘Spirit Rock’ in Vapi L Richards and Ngami

Rosalie Richards (2002 pers comm.)
predominately male-sourced ‘fleshy food', meat or game

deceased person

‘male’ (Hercus 1999)

‘Man, male’ (Hercus 1992)

‘Man, male person (noun)’ (Hercus 2006)
traditional doctors

‘Aboriginal person’ (also translated as ‘man’) (Hercus
1999)
major red ochre site

Red kangaroo place in the Adelaide Central Business
District

‘no man's land’ or uninhabited land

‘Man, Aboriginal person (noun)’ (Hercus 2006)

‘Man, person’, thura paarla ‘Aboriginal woman’ (Hercus
1992)

language family for Adnyamathanha, Barngarla, Nukunu,
Kaurna and Narungga, defined by Hercus (1996), Simpson
(2004) and Naessan (2015).

Child who is a traditional doctor

Southwest Country

A possessive term that can refer to the objects associated
with the person, a relative, the possessive notion of
‘one’s own or reflexive concepts such as ‘oneself’.

south wind

Cape York Peninsula Aboriginal people
Port Adelaide
‘Man, husband’ (Hercus 1992)

a patrilineal moiety in Arnhem Land

‘Man, male’ (Schiirmann 1844)

Yolngu-matha
(Arnhem Land)
English

Wajarri and Yamaji

Barngarla

Yankunytjatjara
Pintubi-Luritja
Wirangu
Nukunu

Kuyani
Pitjantjara

Wirangu

Barngarla

Kaurna

Latin
Kuyani

Nukunu

English

Pitjantjatjara
Barngarla

Pintupi

Nukunu
Wik-Mungkana
Kaurna
Nukunu

Yolngu-matha
(Arnhem Land)
Barngarla
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Prologue

On a cool Sunday morning in August 2019, the lilting cadences of the women’s songs
resounded through the stately entrance halls of the South Australian Museum as a quartet of
my elderly aunts sang the Udi (song) of women calling for their children, the Udi of women
calming their grandchildren, of mourning their lost ones. The hills surrounding the beautiful
heartland of Nipapanha (Nepabunna) once resonated with the Udi of the women of old,
whose histories are celebrated in the landscape of the Virlkuthanha-Gammon Ranges and the
Frome catchment. As my aunts sang, we were transported in spirit back to those hills and to
those histories, our histories. Other visitors at the museum gallery stopped to listen to these
haunting memories that have echoed through the years with their poignant reminders of the

generations lost but re-captured through image, through film, and through song.

My beloved, wonderful aunts had travelled long distances to come together to convey their
mourning for the lost ones of the old photos, the lost memories of the old Udi, the lost sounds
of our language, the lost dances, but they also came to celebrate the bonds of family, the
connection with Country, and with Muda that still permeates our Country. | had organised

the trip to the Exhibition launch for my family.

Coming together for this important occasion was not without the responsibilities, the tasks
that Elders in the Adnyamathanha community engage with constantly. Artuapi (father’s
sister) Linda Coulthard announced, ‘We are Flinders Ranges Adnyamathanha women. We are
going to sing for you’. The beautiful and moving songs of the women were part of an
endeavour— their duty and their joy— to secure the spiritual safety of the Minaaka
Apinhanga: Through Many Eyes Exhibition and to provide both traditional and modern

blessings upon it and its visitors.

Adnyamathanha women Elders, Ngarlaami Gladys Wilton and Artuapi Fanny Coulthard,
Artuapi Linda Coulthard and Artuapi Mona Jackson were keen to sing. After much discussion,
they chose ‘Viliwarunha’, a traditional women’s Udi, along with an Adnyamathanha Christian
song written by Adnyamathanha women years ago and titled ‘He Sends the Rainbow’. The
Adnyamathanha Udi is significant. It is derived from the time of the ancient Muda and was

sung in that time by the two women whose actions are encapsulated in the landscape of hills,



gorges and creeks surrounding Nipapanha. Reflecting as | write, it is essential to realise that,
with these songs, the women were incorporating the two Muda that are significant to them,
both the traditional Muda of many generations and the new Muda of Christianity that each
of them also value. | also reflect that there is no Yura mityi (Adnyamathanha names) for Frome
Creek, as creeks were not named. Only individual waterholes and springs along a creek are
named in Yura Ngawarla (Adnyamathanha languages) as they were the source of life, of hope
for the future, as well as the repository of memories and stories and, in this case, the location
of a significant photograph of Mt Serle Bob created in circa 1907 that was on display in the
Exhibition. And it was at Nipapanha that most of the exhibited photographs were taken, with
the area of its associated Muda also including the Artuwaralpanha (Mount Serle)/ Frome

Creek) area.

Figure 1. Four members of Adnyamathanha women’s choir singing at Exhibition Launch,
photo by Carty (2019a)

Ngarlaami Gladys Wilton, the great-granddaughter of ceremonial leader Mt Serle Bob, whose
photograph is shown in the Exhibition, was amongst the singers. In Adnyamathanha kinship,
Ngarlaami Gladys is my mother's older sister, or big mother. The women also planned to sing
Wayanha Udi at first, as this is the Udi (song) associated explicitly with Nipapanha. It is the
hill that can be seen from Ngarlaami Gladys’s front porch, a hill | have often seen. Ngarlaami

did not want to sing it even though the other women did, saying she was ‘tired of singing that



Udi’. The more likely reason for her resistance to this choice of song was that she did not feel
comfortable singing a song of home in the urban environment of the museum. As the eldest

woman of the Elders, her decision was respected.

Various politicians, museum staff, and patrons launched the Exhibition and the Director of
SAM, Brian Oldman, was the host. A large group of Elders, visitors, friends, family, and
academics gathered to listen respectfully to the welcoming ceremony. The launch began with
Kaurna Elder, Michael O’Brien, welcoming us to the lands of the Kaurna people. Wearing a
skin cloak, Michael O’Brien showed the story of some Kaurna histories using string figures
that he had seen featured in the Exhibition preview to show some of the Kaurna and
Adnyamathanha common bonds which they would have shared before Tarndanyangga (the

‘red kangaroo place’ or Adelaide CBD area) was taken from them.

His welcoming us to Kaurna Country was not only crucial in enabling the Adnyamathanha to
publicly display their respect for the traditional custodians of the Adelaide area but also vitally
important to our Elders, none of whom would have been comfortable visiting and viewing an
Adnyamathanha display in Kaurna Country without the specific reassurance that they were
welcome, and their contributions valued. This is an ancient and continuing etiquette that has
been reinforced through many reminders, in marks or painted stripes, to show the egress of
visitors passing near the sacred and special painting site of Malkai discussed in situ by Vapi L.

Richards (1994 pers comm.), and Nunga Brenton ‘Sharpie’ Coulthard (2017 pers comm.).

Adnyamathanha consider that paintings at Malkai were ‘not made’ by them, ‘but rather by
vaidi’ (strangers) (Tunbridge 1988b: 124). Frequent retelling of stories of retribution for those
who did not observe customary protocols, such as lighting a fire for smoking purposes
(Arnngula Vundu Nguthandanha), as outlined by Robert Ellis (2014), also reinforced this
respect for ceremony. We, however, did not perform an Arnngula Vundu Nguthandanha
ceremony for the launch; instead, | arranged a Mangundanha Walawalandanha (Calling Out)

and timed the Exhibition carefully to reduce spiritual dangers.

After Michael O’Brien conducted the Welcome to Country, SA Premier Steven Marshall
officially opened the Exhibition. Premier Marshall discussed his excitement about his

government initiative to create a Museum of Aboriginal Cultures at the old Royal Adelaide



Hospital site, which would be ‘of international significance’. My Yaka (big sister), Carolynanha
Johnson, stood for Adnyamathanha Elders, and | also spoke at the Launch. | spoke of my goals
for the Exhibition and thanked the Elders and the museum for supporting me in creating it.
Yaka Carolyn spoke on behalf of the older Adnyamathanha Elders about what the Exhibition
meant to her.! She spoke in Yura Ngawarla and then supplied a brief translation in English at
the end of her speech. Older Adnyamathanha Elders who were present did not choose to give
speeches but supplied input in other ways where they saw their contribution would be
significant through the Mangundanha Walawalandanha (‘calling out’ ceremony) and the

songs sung at the Launch.

As the official proceedings concluded, we moved to the Exhibition space. Many were keen to
begin viewing the displays at once, but instead, at the entrance to the Exhibition space, we
were stopped. Ngamarna (mother’s brother) Roy Coulthard and his sister, my Ngarlaami
(mother’s older sister) Gladys Wilton, had led the way to the gallery and halted us before the
entrance. They took over proceedings, commencing calling out to the spirits of the Old
People, whose photographs were portrayed on the walls, whose voices and faces were

featured in archival film, and whose artefacts were displayed in the rooms (Figure 2 below).

Figure 2. Ngamarna Roy Coulthard, Ngarlaami Gladys Wilton, and | undertaking the “calling
out” during the Exhibition opening ceremony, photo by Carty (2019b)

1 Yaka Carolynanha Johnson spoke as an emerging Elder who is well-versed in both Yura Ngawarla and
speaking to Udnyu to advocate for Aboriginal community interests, as in Johnson (2015) .



Those featured in the Exhibition included their Adnyini Ngaparla (opposite moiety
grandmother) Alice Coulthard (née McKenzie), their Nguarli (paternal grandfather) Jack
Coulthard and his father-in-law, and their great-grandfather Mt Serle Bob. They are also my

direct ancestors, one generation further removed.

Both Elders who spoke are Mathari, but they are male and female. They spoke softly,
respectfully, and reassuringly. There was no need to shout or use microphones. The spirits
were present and could hear. Specifically, Ngamarna Roy told his Nguarli (grandfather) that
he was his grandson, told him of our relationship (that my sister and | were his youngest
daughter’s grandchildren), that we had come from Nipapanha and were all there to pay
respect. Ngamarna Roy also discussed my research project with him. Ngarlaami Gladys added
her voice and reassurances, supplying the gender balance of input that is so important to
Adnyamathanha. The two Elders finally consulted each other as to whether they had said
enough to make it a safe space in which both Adnyamathanha and non-Adnyamathanha

people could view the photographs of ancestors.

This ceremony was unexpected to many but not to most Adnyamathanha. We understood it
could be unsafe to enter unannounced. After prior consultation with several Elders, | asked
the eldest descendants of my great great-grandparent, Mt Serle Bob, if they would ‘call out’
and conduct a Mangundanha Walawalandanha (calling out ceremony) as a part of the
Exhibition Launch. Three days before the Launch, Ngarlaami Gladys and Ngamarna Roy
discussed it amongst themselves and other family members and readily agreed to do this,
showing they understood and supported the intent. This was to bring forth but also constrain

the personhood and spirit of the people in the photographs on display in the Exhibition space.

The ceremony of calling and talking to spirits preceded viewing the Exhibition of photographs
and old objects on display. Their spirits are powerful, and their descendants wanted to
reassure them through Mangundanha Walawalandanha, to let them know our identity and
relationship to them, to assure them that we had come respectfully and would leave them in
peace after visiting with them. Adnyamathanha Elder, Nunga Noel Wilton (2019 pers comm.),
advised regarding the name of the ceremony, explaining that Mangunda means a special
‘calling out’, as opposed to an ordinary calling out to another person (arlanda) or yelling out

in pain or fear (yarli-inda) while Walawalanda means talking, in this case to the spirits,

5



including telling them you are leaving shortly.

That Yura (Aboriginal people from the Flinders Ranges) understanding of the spirit contained
in the photographs was given expression at the launch is culturally meaningful and sensitive
to our past, present, and future. The Mangundanha Walawalandanha (calling out ceremony)
highlights the roles of spirit and relationships (specifically kinship and moieties) in interpreting
and understanding photographs, not only in the Exhibition gallery but as held elsewhere in

museum and gallery archives and private collections.

Several people present at this ceremony were perplexed. Many observers could not hear —
but this was not significant. The Mangundanha Walawalandanha was not akin to the rest of
the Launch. The Elders did not address the visible audience but the unseen occupants of the
rooms we were about to enter. There was no translation into English as the ancestors had
understood. Adnyamathanha community members listened and watched with understanding
and with various measures of relief, knowing our Elders were acting to protect us from harm
and our old people’s spirits from undue disturbance. | used the Exhibition Launch ‘opening
ceremony’ to ensure and to show that both person and spirit knew of our respectful intent
and relationship, and so would not follow viewers home or cause illness. Culture and language
were the cornerstones of this vital preliminary. It sets the scene for a discussion of the

interpretation of Adnyamathanha photographs.



Introduction

In this thesis, | outline and offer a critique of the histories of Charles Pearcy Mountford’s
Adnyamathanha photographs within the archives and their return to the Adnyamathanha
community. These histories are an area that academics have not studied.? The close reading
of the repatriation of photographs and the museum exhibition process from the perspective
of a specific Indigenous group using the concepts and practices of that group themselves
rather than through the concepts and perspectives of anthropology and museology is one of
the critical contributions of this thesis. Analysis of Aboriginal conceptualisations of
photographic archives and exhibitions allows for critically appraising various anthropological
concepts and practices. Such anthropological understandings include the relationship
between photographs, personhood, gender, moieties, photographic archives, and
exhibitions. This critique is based upon Tuhiwai-Smith’s (1999a: xii) call for new

methodological approaches:

Decolonizing methodologies are about forcing us to confront the Western
academic canon in its entirety, in its philosophy, pedagogy, ethics,
organizational practices, paradigms, methodologies and discourses and,
importantly, its self-generating arrogance, its origin mythologies and the

stories it tells ... to reinforce its hegemony.

In this context, Tuhiwai-Smith’s methodologies (1999a: xii) can be used to show how
Adnyamathanha concepts and understandings help to clarify that museum exhibitions are

living entities, objects have spirit, and spirit is a part of the person and relationships.

This thesis aims to engage with this approach. Contemporary Aboriginal people have used

archival collections as an aid in assuming responsibility and control of the representation of

2] argue that the term ‘return’ rather than ‘repatriation’ or ‘spiritual repatriation’ is preferable to describe this
movement of photographs between museums and the Adnyamathanha community later in this Introduction,
within the section named Indigenous artists’ uses of the concept of spirit within exhibitions.

3 The distinction between traditional and non-traditional Aboriginal people within ‘anthropology which
underlie this division have largely remained unexamined’ as most Australian anthropologists work in northern
Australia (Cowlishaw 1988: 60). Therefore, Adnyamathanha are however a ‘highly sophisticated people’
(Hoskyns & Ellis 1977) whose categorisation as being either traditional or non-traditional is complex.



Aboriginal cultures through asserting Aboriginal identities and regaining cultural knowledge.*
Aird (2003: 25) —an Aboriginal academic and curator—argues that ‘Aboriginal people look
past the stereotypical ways’ by which Western anthropological and historical photographers
have portrayed ‘their relatives and ancestors’, as they are just ‘happy to be able to see
photographs of people who play a part in their family's history’. Contemporary Aboriginal
uses of photographs differ from the original purposes envisaged by anthropology and the

academics who initially took, stored, or catalogued these photographs (Zeitlyn 2012).

This thesis elaborates on the processes through which the South Australian Museum (SAM),
a specific South Australian Aboriginal group (the Adnyamathanha), and | collaboratively
created the Minaaka Apinhanga: Through Many Eyes Exhibition.” | hereafter refer to this
exhibition as ‘the Exhibition” or ‘my Exhibition’. | capitalise my exhibition so as not to confuse
it with other exhibitions, which | discuss throughout the thesis. Curating an exhibition enabled
me to create a space to explore my thesis question of ‘How do Adnyamathanha people use
archival photography?’ in a more fluid, dynamic, and collaborative way. This enabled me to
bridge the gap between community-based and archival-based work with an anthropological

understanding of the Exhibition.

Collaboration with Adnyamathanha people enables me to highlight regionally specific cultural
understandings of how Aboriginal people understand and use photography today.
Specifically, this thesis analyses how Adnyamathanha people may access, circulate, restrict,
create, interpret, and use these collections but also highlights the challenges of accessing

collections despite family connections to materials in the archives.

As an Adnyamathanha woman working with the Adnyamathanha community, concepts of
spirit and how | engage with them during the curation process are complex. Analyses of
archives, fieldwork, and the Exhibition process show how the archive influences and shapes
Adnyamathanha understandings of ourselves. These processes further influence how we

represent ourselves within the Exhibition, which consequentially affects how others perceive

4 This has been demonstrated by many researchers including Lydon (2011; 2010a), Aird (2020), Goldstein
(2012) and Corn (1999).

51 also discussed the return of photographs during my anthropological fieldwork in many Adnyamathanha
peoples’ homes. The sole discussion of photography within this context is valid. However, | wished to make
this a more collaborative research project than what can be facilitated through fieldwork alone. | discuss how
exhibitions could achieve this in a section of this Introduction titled ‘The Exhibition: an Adnyamathanha view’.
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us and how we perceive ourselves. Therefore, exhibition curators and critics of the museum
need to consider such concepts and show similar sensitivities in other exhibitions with other
Indigenous Australians. Changes in Adnyamathanha collaborators' and museum staff’s
perspectives on photographs over time affected my processes of curating and creating the

Exhibition.?

I, alongside other Adnyamathanha community members, created the Exhibition as a research
method to explore Adnyamathanha photography and history. As both process and space,
creating my Exhibition opened possibilities for dialogue with and between Adnyamathanha
collaborators. | curated the Exhibition with the support of SAM. The Exhibition and its
relationship to Aboriginal collections is also significant to current anthropological and
museology debates and the Adnyamathanha community. Theoretical and conceptual
approaches drawn upon throughout fieldwork, the Exhibition and thesis include positioning
and reflexivity, object biographies, and distributed personhood, with such approaches drawn
from anthropology assessed against and applied alongside Muda. Muda is an Adnyamathanha
term for the history and law of the Adnyamathanha people. Muda is a predominant yardstick,
epistemological resource, and explanatory framework in which | understand Adnyamathanha
society. Muda itself is more important than the Udnyu (non-Aboriginal) theorisations of

Muda.

| use the term photographs instead of images throughout this thesis to recognise the
significance of the material aspects of photographs. Although ‘analytical focus has been on
the semiotic and iconographical in the representation of race and culture, material forms of

images are integral [to understanding them as] ... socially salient’ (Edwards 2010: 67).” An

6 Throughout my thesis, | discuss changes in how photographs are viewed. | specifically discuss changes in
regard to gender and personhood in Chapter 6 and Chapter 7 respectively. | discuss how | responded to and
worked with changing perceptions in Chapter 4 of this thesis. Adnyamathanha literature, which infer these
changing Adnyamathanha perspectives, include Coulthard and Richards (2020; 2020), and Wilton and Richards
(2022). The changing perspectives of museum and archival staff involved in the Exhibition were not explicitly
studied within this thesis, but these changes can be inferred through my discussions with Carty (2023 pers
comm.) and Russell (2011 pers comm.). These changes can also be seen in Thomas (2014) and Russell and
Chapman (2009; 2008).

7 Edwards and Morton (2009) shows that academics— such as Bourdieu (1965) and Bourdieu and Wacquant
(1992)— initially analysed photography semiotically or as a visual sign. She argues that the crisis of
representation within anthropology emerging ‘by the 1990s’ was an increasing recognition of the politics of
representation and a disquiet with anthropology’s ‘claims to authority’ which then influenced a ‘materialist
turn’ within anthropology (Morton & Edwards 2009).



understanding of the materiality of photographs, particularly notions of distributed

personhood and spirit in the photographs, will become apparent as my thesis progresses.

When choosing a range of photographs, | have consciously decided not to investigate the
photographs that Adnyamathanha Elders have considered unfit for distribution or public
circulation. Instead, | focus on the material act of restriction itself and the photographs’
relationship to gender, how it occurs rather than why. Charles Pearcy Mountford’s (hereafter
referred to as Mountford) work in Central Australia was disrespectful of their cultures in that
he published their secret, sacred ceremonies in a popular, publicly available book. Therefore,
| do not reference this book. Respecting cultural restraints, | do not explicitly discuss secret-
sacred Adnyamathanha materials within my thesis or Exhibition. The emphasis on the act of
restriction rather than the visual characteristics of photographs means that | can conduct my

research respectfully within the Adnyamathanha community.

In this chapter, | first argue the importance of using a grounded and culturally specific
approach to photographs for Adnyamathanha. | then highlight the various contributions to a
contemporary understanding of photography for Aboriginal communities in Australia, as well
as crucial frameworks and theories used within anthropology to discuss photography
ethnographically, such as personhood and psychoanalysis. To lay the groundwork for a critical
focus of this thesis, | then discuss Aboriginal understandings of the spirit in photographs,
which buttresses the understanding of Adnyamathanha epistemology of photography. This

introduction concludes with an overview of this thesis and its contribution to the literature.
Grounded concepts as an organising principle

This thesis and Exhibition were based on my desire to explain further and prioritise
Adnyamathanha epistemology and understandings. Adnyamathanha worldviews supply
alternative paradigms, often dismissed or undervalued, to those employed in historical
academic discourse underpinned by a repetitively promoted biased perception of Aboriginal
knowledge. The ‘arrogance of colonial academia has been a factor in scholarly dismissal of so-
called “native theories” as being, at best, interesting religious sideshows’ (Sutton 1997: 241).
Furthermore, ‘university-based disciplines’ diminish the ‘legitimacy of the intellectual

enterprise’ when they do not take ‘native theories’ seriously as analytic ‘constructions of
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reality’ (Sutton 1997: 241). Current ethnographies have tried to rectify this issue. Current
ethnographies, through stories about landscape, reflect a greater ‘alignment with the
Aboriginal way of telling stories, rather than the omniscient third-person perspective of the

scientific mode’ (Fijn 2019: 69) found within early twentieth-century ethnographic writing.

It has been my experience that parts of anthropology that Aboriginal people most value are
not grand anthropological theories and scientific hypotheses, but it is the observations, the
photographs, the anecdotes— often the very aspects on which salvage anthropologists

focussed their attention due to our suspicions of anthropological theories®.

US First Nations ecologist Wall Kimmerer’s (2013: 48) analyses of how European languages
objectify and gender the world. Her work helps me articulate Yura Ngawarla compared to
English and the consequences of these differing worldviews. Wall Kimmerer (2013: 48)
demonstrates that European languages often assign gender to nouns, but Potawami does not
divide the world into masculine and feminine. Additionally, the English language— in
comparison to her US First Nations’ Potawatomi language— does not recognise the animacy

or personhood of plants and animals but genders and objectifies the world.®

Mosko (1985) conducted anthropological fieldwork with the Bush Mekeo people in Papua
New Guinea. In Mosko’s (1985) ethnography, the epistemologies of Bush Mekeo people
perform structurally similar but distinct functions to Muda for Adnyamathanha. Exploring
local and cultural specificity, Mosko (1985: 1) critiques ethnographic description wherein the
ethnographer translates Indigenous cultural categories into their language. They then re-
construct resultant misconceptions into models of a ‘total culture’ (as meanings of cultural

elements are inseparable from the wider synchronic ‘whole’ or ‘totality’).

Mosko argues that anthropologists cannot adduce meanings within Papua New Guinean

8 Watego (2021)— an Aboriginal academic— describes Aboriginal suspicion of anthropological theory as
stemming from how anthropology was built: ‘off the backs of Blacks while claiming to know our experience
better than we could ever possibly could. Here, Blackfullas get to occupy the subject position of having
experience while others occupy the role of expert. We can testify but never theorise’.

% Upon completing a botany degree, Wall Kimmerer (2013: 48) argues that —in comparison to Indigenous
languages— scientific European languages are a: ‘careful observation, an intimate vocabulary that names each
little part... but beneath the richness of its vocabulary and its descriptive power, something is missing...
Science can be a language of distance which reduces a being to its working parts; it is a language of objects.
The language scientists speak, however precise, is based on a profound error in grammar, an omission, a grave
loss in translation’ (Wall Kimmerer 2013: 48).
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societies ‘either a priori or ad hoc’ from Western notions. Mosko (1985: 1) analyses Bush
Mekeo epistemology by exploring ‘interrelations among Indigenous categories, in their
relations of difference and similarity, the underlying structure of ideas’ to show how
‘meaning’ when understood as ‘linguistic value’ is systematic, logical. Mosko shows this.
While not structuralist, | use the subtleties of in-depth archival research and linguistic
translation throughout my thesis to explore the ‘underlying structure of ideas’ to avoid the
misunderstandings that arise from misinterpretations of meanings and to provide a deeper
understanding of Adnyamathanha cultural contexts. Research from various disciplines,
including anthropology, museum studies, linguistics, history, and Indigenous studies situated
within and with Indigenous research paradigms, have influenced my research and

Exhibition.10

There is a historical prevalence of structuralism within early written ethnographies of
Aboriginal Australia. Using and responding to written ethnographies within a structuralist
form of anthropology is often problematic for Aboriginal scholars and communities. Clarke
(2022: n. p.) argues that this is the case as engaging with linguistic and written analysis
requires ‘high English literacy levels’. Overly theoretical written ethnographies often do not
understand the person as an active agent but a series of causes and effects in diagrams that
obscure the individual and their active voice. For example, at an Aboriginal anthropology
conference that Clarke (2022: n. p.) attended, while anthropologists were drawing complex
diagrams of Aboriginal kinship, an Aboriginal person leaned over and said to her derisively,
“is that what they do with the information we give to you?”. This is important, so in planning
the Exhibition, | have aimed to develop Exhibition viewers’ appreciation of the importance
and vibrancy of Adnyamathanha relationality and ideas of the affinities that bring together
Adnyamathanha families across the generations. Interviews with Elders, sharing with families,
and children’s responses in conjunction with more traditional ‘ethnographic methods’
(Pearce 2016: 103) revealed such affinities. Within media presentations for the Exhibition, |
used photographs (and Aboriginal artistic imagery and sound) to recreate and develop an

appreciation of this vital aspect of Adnyamathanha life and culture.

Miyarrka Media’s Paul Gurrumuruwuy and Jennifer Deger’s (2019: 337) work partly inspired

10 discuss these works in later parts of this chapter.
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my treatment of kinship within my Exhibition. By incorporating Indigenous artistic imagery,
multi-screened installations and ‘the colour, allure, and sheer luminosity of digital’ media,
they made ‘kinship more alive’ and to ‘matter’ within the exhibition space. Kinship is essential
as an ‘orientation to a world imbued with an ethics and aesthetics of relationality— affinities
become key to generating moments of mutuality across the bounds [of] difference. Face-to-
face, body-to-body, eye-to-eye, heart-to-heart. So you can feel and know (Deger &

Gurrumuruwuy 2019: 337).

Recording kinship using written forms only underappreciates Aboriginal kinship and its roles
in Aboriginal people’s lives (Deger & Gurrumuruwuy 2019: 337). Dispassionate, alienated, and
non-agentic ways that ‘anthropological charts’ present Aboriginal kinship do not reflect many

Aboriginal people's active, agentic, and expansive living kinship relationships (Clark 2022: n.

p.).

As an Aboriginal woman, | am sometimes wary of anthropology as anthropologists in the past
have sometimes ‘exploited Aboriginal knowledge without accepting any mutual obligation’
(Cowlishaw 2015: 1). Cowlishaw (2015: 1) describes how many Indigenous Australian scholars
like me see past anthropologists as ‘the enemy from the colonial past. As culpable as the
murderers or mission managers, worse than the politicians and more devious than the overtly
racist population’ because they were ‘wolves in sheep’s clothing’. Aboriginal people are,
therefore, often mistrustful of anthropology as it has historically formed a part of the
oppression of Aboriginal people. Aboriginal activist Jackie Huggins (2022: 127) argues that
‘anthropologists have made some devastating impacts on the way that “Aboriginality” has

been constructed and Aboriginal people have been defined and continue to be defined’.

The role of anthropology within Aboriginal societies and the anthropologist's position within
Western political, legal, and educational systems have created an ongoing ‘power imbalance
between anthropologists and Aboriginal people’, which cannot necessarily be transcended
through analysis alone (Carty 2011: iv). Carty (2011: iv) concludes that the ‘best any
anthropologist can do is just describe the world better’ rather than be able to change these
structures of power themselves. One can make an incremental difference in these power
structures by reviewing and changing interactions and relationships between anthropology,

archives, and specific Indigenous communities. My Exhibition is one process through which
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Aboriginal people may somewhat control research participation and outcomes.

What do Aboriginal people want from anthropology? In contrast to theoretical abstractions
and anthropological analyses, various Aboriginal Australians value archival collections,
including photographs, created by salvage anthropologists such as Mountford (discussed
further in Chapter 2). In the past, salvage anthropology intended to save ethnographic
curiosities for Udnyu (European) enlightenment or entertainment — but now they are a source
of identification and encouragement for Aboriginal people, a means of valuing and
reconnecting with important views and practices of the “Old people”. In both the Exhibition
and thesis, it is therefore important that | consider the history and theory of salvage
anthropology and have an open mind as to how such ethnographic material can function

today.

Ethnography analyses variable and locally specific ways ‘in which people construct and make
meaning’ (Le Compte & Schensul 1999: 1). It is therefore crucial within anthropology to refrain
from arbitrarily using theory that does not work within the local context, regardless of
indigeneity or otherwise of the academics, museum practitioners, or anthropologists who
created these theories (Langton 1993)!. For research not to become another example of
extracting the Aboriginal ‘experience to become the ultimate knower of it’ (Watego 2021:2),
the researcher must be accountable to the Aboriginal communities in which we work and

live.1?

To create grounded concepts within anthropology, one should focus on locally specific
meanings through inductive reasoning rather than overarching theoretical anthropological
points of debate. Notably, many ethnographies have been created within Papua New Guinea
that have included and highlighted the importance of locally specific grounded concepts in
understanding the relationship between Papuan and Udnyu peoples and between people and
the environment. For example, West (2006: 234) analyses debates surrounding conservation

and development by reflexively musing upon the reciprocity required within her fieldwork

11 Langton (1993: 27) argues that the idea that Aboriginality itself confers authenticity on the researcher’s
account is based on ‘an ancient and universal feature of racism: the assumption of the undifferentiated
‘other”’. Aboriginal people do ‘not create “better” representations of Aboriginal people, simply by their
inherent affinity’ (Langton 1993: 27).

12 Watego (2021: 2) cautions that by telling stories from where | come from, ‘l am not claiming to know race or
culture better than anyone else. | tell these stories to enter into a conversation’ that others may engage with.
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relationships. Jacka (2015) uses concepts of the depletion of the land to understand pollution
resulting from the Porgera gold mining (but unfortunately, partially conflates this with a
Udnyu conceptualisation of alchemy). This research on mining, globalisation,
environmentalism, conservation, and Indigenous land rights is relevant to Adnyamathanha as
uranium, copper and gold mining has greatly affected Adnyamathanha Country (Marsh, Jillian
K. 2013). For example, my family has held custodianship of Pukartu —‘one of the most
important ochre sites in Australia’ (Clark 2022) unbroken for the past four generations
(Richards, L & Richards 2002) long before our contact with Udnyu'3. Therefore, a greater
understanding of Adnyamathanha mining and its relationship with grounded concepts of
Country is a potentially fruitful area for future research. The end caption of the Exhibition
declared that ‘Muda is bigger than the archive’. Muda is, therefore, the yardstick upon which
| assess theories throughout this thesis. Many concepts are impossible to translate into other
languages. Muda is the more comprehensive synchronic and diachronic whole; thus, Muda is
larger than elements of its representation within the Exhibition or as encapsulated in various
theoretical approaches. Metaphors that reflect Muda are needed to understand

Adnyamathanha.

In the early twentieth century, ‘ethnographers lived in the community up to two or three
years, learning about as many aspects of community life as possible’ (Le Compte & Schensul
1999: 4). It is, however, often no longer feasible for most researchers to spend consecutive
years in a single site (Le Compte & Schensul 1999: 4). To replace these twentieth-century
conceptualisations of ethnographic fieldwork, anthropologists use several different methods.
Applied anthropology novices and students now work in communities of varying sizes,
locations, and complexity for short periods. Contemporary ethnographies focus on aspects of
cultures using different ethnographic models (Fratini, Hemer & Chur-Hansen 2022: 9).
Photography is but one ‘methodological tool’ that | use to ‘patch together and access data’
(Fratini, Hemer & Chur-Hansen 2022: 9). Such flexibility allows for detailed research within a

variety of fieldwork contexts.

13 Central Australian ‘pilgrimages’ to this ochre were one of Australia’s longest and most dramatic trading
routes (Howitt 1904: 713; Jercher et al. 1998: 384). My family’s custodianship of this ochre is touched upon in
Naessan and Zuckerman (2022: 32) and Jones (2007: 352).
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Using photography within fieldwork must, however, work within visual ethics debates.*
Visual ethics are an ‘ongoing process of informed consent’ that is ‘particularly important for
building trust in participants’, especially where re-viewing photography is a form of ‘ongoing
re-engagement’ (Pink & Morgan 2013: 359).1> This method, a short-term project within the
context of years of fieldwork, was essential to my processes during the Exhibition period and
beyond. '® The tools in data collection that | used were my ears, eyes, and ‘senses’ (Harris, A
& Guillemin 2012: 689) over an extended period, indeed the entirety of my lifetime.
Developing my analyses without the benefit of long-term exposure and study would not have
been easy. Being an Adnyamathanha woman gave me a longer perspective on
Adnyamathanha worldviews, history and change than facilitated through the limited formal

fieldwork research process.’

Narrowing the focus of the research endeavour within contemporary anthropology is an
unfortunate, albeit understandable, reaction to community changes and academic pressures
within anthropology. This narrowing of focus has also affected the use of ethnography by
anthropologists (Le Compte & Schensul 1999: 4). Unfortunately, analysis of broader cultural
and structural issues through an analysis of museums implies that photography is
independent of Adnyamathanha society. Intense focus on the analysis of museums or
photography separate from the cultural context means that the ethnographer would miss
significant aspects of Adnyamathanha understandings of photography. For example, an
ethnographer only interested in archives or photography without an understanding of the
Adnyamathanha context, when viewing photographs with Ngarlaami Gladys Wilton (2017) at
her kitchen table, may not realise her focus was on talking about her own mob, the people

from the Mathari moiety. Studying photographs and replying to histories demonstrates the

1 Visual ethics is separate from broader conceptualisations of ethics within anthropology, such as outlined by
the American Anthropological Association (2014)

15 Pink and Morgan’s (2013: 359) model of intensive, multiple brief, short-term ethnographic research and
ongoing fieldwork enables intense and direct engagement with participants, increasing the ‘ethnographic-
theoretical’ dialogue in the developing research process. It produces innovative research and ‘alternative ways
of knowing [in which]... ethnographic research evolves’ in dialogue ‘with theory rather than being led or
structured by theory’(Pink & Morgan 2013: 357).

16| recorded many Adnyamathanha Elders perspectives— such as Linda Coulthard (2015, 2022), Roy Coulthard
(2017, 2018) , Terrence Coulthard (2017; 2019 pers comm.), Noel Wilton (2019; 2023 pers comm.), Robert
Wilton (2017 pers comm.), Judy and K Johnson (2015 pers comm.; 2017 pers comm.), Gladys Wilton and M.
Coulthard (2017), and Mona and Maxine Jackson (2017; 2023 pers comm.)— over long time intervals.

171 discuss my Adnyamathanha identity and its influence on my research further in the beginning of Chapter 1.
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strength of Adnyamathanha culture and history and the culturally specific ways in which
Adnyamathanha relate to photography of Adnyamathanha people and Country. As discussed
in Chapter 2, | used inductive and deductive processes to generate theoretical explanations

to analyse Adnyamathanha society and photography. 18

As a complex society, Adnyamathanha is variable and multivocal, and this variability requires
recognition within anthropological research. Consistent with these views, | recognised and
ensured that the research conducted for this thesis embraced many voices in various settings
(exhibition spaces and home visits in significant towns and on Country) to bring forth the
substantial experiential variations, interpretations, and understandings of Adnyamathanha
people. In keeping with this, | have endeavoured to include variation within the
Adnyamathanha community by using a variety of research methods such as participant
observation, interviews, ethnography, and an exhibition created with a broad range of
Adnyamathanha people from different ages, genders, and locations. A strength of this

research is that it builds on the processes of various research methods.

The method of ‘noticing’ is also an essential part of practicing ethnography and natural history
(Tsing 2015: 159). ‘Noticing’ closely during my fieldwork meant sitting with Elders for hours
as they browsed the photographs, listening to the stories they told, and noticing aspects of
relationality, spirituality, and language that are unclear unless one has learned the things to
notice. For example, are the photographs they selected to look at featuring people of their
own moiety, whose names are they automatically or carefully not mentioning, out of respect
for their own or my relationships, and about whom are they telling the funny, cheeky stories?
Moreover, what does this suggest about how they interpret and use photographs? Aside from
taking notes, recordings, and photographs, | conducted what Tsing (2015: 159) calls ‘noticing’
using my eyes and ears or, as Geertz (1973: 15) has argued, | engaged with the ‘interpretive
lens’ of the ethnographer. | also specifically use the ‘interpretive lens’ of an Adnyamathanha

researcher. Hence, the Exhibition title foregrounds diverse ways Udnyu and Adnyamathanha

18 Inductive reasoning is an ethnographic method that ‘builds local theories’ (Le Compte & Schensul 1999: 15)
by starting with a problem and initial hypothesis, which is then investigated through a ‘continued collection of
data ... until information confirms a stable pattern’. To avoid bias and build upon perspectives ‘in the research
setting’, the inductive ethnographer uses ‘rigorous research methods and data collection’, including
themselves as a ‘tool of data collection’.
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see and interpret these photographs: ‘Minaaka-apinha-nga’ or ‘Through many eyes’.

Robust dialogue, such as Chandler and Reid (2018), Friedman (2008) and Gomes (2013), has
developed internationally on the concept of Indigeneity. The label ‘Indigenous’ can obscure
differences and function to homogenise, as “Indigenous” is rarely ‘the primary identity of
indigenous people’ (Pratt 2007: 399). Merlan (2009) and Paradies (2016) also show that
“Indigenous” is a broad term that does not necessarily capture specific Aboriginal Australian
identities. Indigenous identities could also be a form of structural violence regulating
Aboriginal people, which the settler-colonialism state perpetuates ‘through monitoring of the
“authenticity” of Aboriginal people’ (Maddison 2013: 288). Expanding upon this, | argue that
merely equating Adnyamathanha with ‘Indigenous’ is homogenising, epistemological
trespassing, and typifies colonialist practices. Understandings of Indigenous anthropology and
its research methods do not wholly explain Adnyamathanha culturally specific practices,
particularly as they relate to photographs. Hence, | focus on Adnyamathanha-specific
practices and understandings while being mindful of shared colonial histories across Australia.

This specificity is central to my thesis and to the arguments that follow.

De-emphasising Indigeneity as a form of analysis should not be confused with denying identity
as a constructive frame of analysis. The fostering of identities within subjugated peoples is
not necessarily disempowering when considered within structural racism hegemonies. One
of the primary goals of racist education systems is to, as Mills (1997: 87) shows, ‘annihilate a
people's belief in their names, in their languages, in their environment, in their heritage of
struggle, in their unity’ and their abilities. He reasons that these systems make people
perceive their past as ‘wastelands of non-achievement... Racism as an ideology... [aims] at the
minds of non-whites ... inculcating subjugation’ (Mills 1997: 87). Therefore, using identities
based within Aboriginal concepts is vital for post-colonial analyses. They also help cultivate
healing processes for Aboriginal people (Barker, Goodman & DeBeck 2017; Kirmayer et al.

2009; McQuaid et al. 2017).
Anthropology, Photography, and Aboriginal Australians

| now use Ennis (2007: 8) to discuss photography and Australia and then Peterson (2003:

120), with Gordon, Brown and Bell (2013: 10) examined to elaborate on this trajectory.
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Photography in Australia is tied to ‘imperialist and colonialist underpinnings of modernity’
(Ennis 2007: 8). Ennis (2007: 8) notes that interactions between Indigenous people and
settlers produced images of Australian culture that remain potent cultural misconceptions of
Indigenous people. She argues that one category of these photographs includes ‘studio
studies taken in the second half of the nineteenth century’ (Ennis 2007: 8), and a second
category includes ‘anthropological photographs produced during the late nineteenth and
early twentieth centuries’. Ennis’ (2007: 8) third category includes ‘highly charged works
created by Aboriginal photographers from the mid-1980s onwards’. Mountford’s
photographs (discussed in Chapter 2) belong squarely in the second category, as the
perceptions and prejudices that prevailed at the time influenced and contributed to the

perpetuation of these prejudices.

Another conceptualisation of Aboriginal photography that influences my research includes
Peterson’s (2003: 120) narration of the history of Indigenous Australian photography,
specifically the ‘history of image ethics’. He defines an understanding of ‘image ethics’ as an
emergence of Western and Indigenous ‘concerns about the terms of the photographic
contract’ and its consequences for the prevalence of certain kinds of images within
photography. He characterises the first phase (from approximately the 1840s to the 1920s)
as a period in which Social Darwinism, colonialism, and the ‘technological limitations of the
camera’ influenced photography (Peterson 2003: 120). He distinguishes a second phase (from
the 1920s to 1971) as a period in which, although camera technologies advanced, the decline
of Social Darwinism and colonialism resulted in a decline in general Western and
anthropological demand for photography of Indigenous Australians. The final phase (from
1971 to the present) is advanced as involving a restriction of culturally sensitive photographs
of Aboriginal people. He suggests this is due to increasing Indigenous awareness of Western
photographic practices and protocols and Western recognition of Indigenous peoples'

political and land rights.

Peterson’s (2003: 120) phases are helpful in conceptualizing differences in how Aboriginal
people today use photography differently from when Udnyu first created archival
photographs. However, | argue that his first and second phases often arose from the same
trajectory of ‘scientific expedition’ outlined by Bell, Brown, and Gordon (2013: 10), which

shared similar theoretical scientific objectivist underpinnings and resulted in strikingly similar
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photographic results. Gordon, Brown, and Bell (2013: 10) illustrate that image ethics had not

yet changed.

Neale and Thomas (2011: 379) include many instances that demonstrate that, although
Mountford’s photography spanning this crucial period used different photographic
technologies and techniques, his work in Arnhem Land in the 1948 Australian-American
Expedition to Arnhem Land*® and the Flinders Ranges in the 1930s shared striking similarities
in photographic ethics. This included a lack of consideration of Aboriginal peoples’ rights to
access and own photographs of themselves and how the reproducibility and authenticity of a

photograph would affect Aboriginal people.

Itis helpful to compare Mountford’s photographs from Arnhem Land and the Flinders Ranges.
Aboriginal people from Arnhem Land did have some agency in the creation of Mountford’s
anthropological records, as shown by Garde (2011: 419), MclIntosh (2011: 337) and Thomas
(2011: 379).%° However, they temper this assertion with the caveat that Mountford’s
photographs in Arnhem Land did not necessarily include Indigenous understandings in ethical
ways today. Barwick and Marett (2011: 356) described a common feature of Mountford’s
1948 Arnhem Land Expedition. In their chapter title, they used the term ‘snapshots’ to suggest
the limitations of recordings made as ‘inevitably representing only one point of view or a few
particular details of a more complex phenomenon’. Mountford’s photographs from

Nipapanha also share these deficiencies.

Mountford did not explicitly use his Nipapanha or Arnhem Land expedition photographs to
merely centre on the ‘biological inferiority’ of Indigenous people. He set up an ongoing
relationship with the people of Flinders Ranges by returning on several occasions. However,
Mountford did not appear to envisage the possibility of sharing his publications and

photography with the Adnyamathanha community (discussed in Chapter 2).

Controversy in the 1970s surrounding the use of photography of, and in, Warburton and other

Indigenous communities influenced the crisis of representation within anthropology

1% Mountford led this major expedition

20 |n his interviews with Thomas in 2007, Gerry Blitner provided ‘by far the most substantial commentary on

the workings of the Expedition from someone of Aboriginal ancestry’. Blitner told of a discussion with Elders
irritated by Mountford’s insistence on sacred information and of their decision, after considering fabrication,
that ‘it is better to tell him a bit of the truth than a lie’ (Thomas 2011:379).
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(Peterson 2003: 120). Social scientists working in Indigenous communities now had to
contend with this history of photography and previous research as a part of their acceptance
within Indigenous communities. Edwards (2012: 222) describes how the crisis of
representation within anthropology resulted in a ‘material turn in visual anthropology’ which
enabled the analysis of photography as ‘materially grounded in the experience of the world

as users’ of photographs, not simply ‘viewers of images’ (Edwards 2012: 222).

Edwards (2012: 222) demonstrated that anthropologists’ increasing engagement with
photography with ‘anthropology’s history’ has resulted in anthropologists increasingly
bringing the ‘material practices of photography... into the centre of the analysis'.
Anthropology has begun to recognise that things— in social relations between humans and
nonhumans— are essential and have agency and affective qualities. This ‘ethnographic
density’ now emerging in the anthropology of photography is creating ‘theoretical tools
through which photography... might be understood more broadly’. It also presents

opportunities for rethinking Indigenous representation and collaboration within research.

Many anthropologists are now working on the relationship between photography and
Aboriginal people. Using a case study of Bundjalung Pentecostalism, Ono (2011) analyses
ethnography and the production of anthropological knowledge through photography. Deger
(2016: 111) extends Geertz’s (1973: 3) concept of ‘thick description’ and applies it to her
concept of ‘thick photography’ through ethnography of Yolngu communities in Arnhem Land.
Deger (2008: 292) also shows how photography can consist of ‘imprinting on the heart’ within

Yolngu mourning practices.

Smith (2003: 8) discusses the circulation of photographs taken in the Coen region of Cape
York from the 1870s onwards, including those taken at the Batavia River goldfields in 1934 by
Dr Raphael Cilento held in the State Library of Queensland (1984). Smith (2003: 8) assessed
the return of many of these photographs to descendants of those portrayed. He discusses
changes in meaning gleaned from photographs during these redistribution processes to argue
that Aboriginal people's engagement shows variations in how people in different contexts use
photographs. Smith (2003: 8) concludes that: ‘whether as “social things”, as objects or as
distributed aspects of the agency of those taking or featuring in them, photographs are still

active in their interaction with viewers’ and demand a more nuanced analysis of colonial
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relationships. Such analyses have been the object of my thesis, fieldwork, and Exhibition.

Lydon (2016: 9) examined the responses of Indigenous artists to photographic records,
including through exhibitions such as Vernon Ah Kee’s (2012) Transforming Tindale Exhibition.
Lydon (2016: 10) argues that this exhibition was a response to the taking of photographs
accompanied by the pain of humiliating racialized measurements designed to classify ‘racial
types.” Lydon (2016: 13) concludes that Aboriginal people can ‘transmute’ Australian
Aboriginal photographs, as ‘this is the power of photographs: to address absence, to
reconnect relatives with each other’ and to Country, and to heal. Artistic endeavours to map
the Indigenous experience and to present Indigenous understandings counter a national story
that often contests or disregards the Aboriginal experience, filling the silence of dispossession
and disempowerment ‘by the solidity and presence of photographs’ (Lydon 2021: 275). | can
draw such parallels to my family history as my Adnyamathanha great grandfather Ngamarna

Jack Coulthard had experienced this and my response to this (discussed in Chapter 5).

Photography and film have enabled the recognition of Aboriginal histories within academia.
Urry (1998) and Payne and Thomas (2002) show that the unmediated nature of film and
photography makes reinterpretation and repurposing possible, enabling Indigenous agencies
to retell and rename the material. Urry’s (1998: 202) analysis of the dissemination of the
Cambridge expedition materials supplies an early demonstration of remediation processes,
while dialogue between Iroquoian artist/curator Jeffrey Thomas and non-Indigenous art-
historian Carol Payne shows the significance of reinterpretation of photographic archives. In
this dialogue, Payne and Thomas (2002) discuss how their project is one example of a growing
reconciliation of past perspectives and purposes underlying the ethnological photographic

archive.

There has been a broader recognition of Aboriginal histories as shown through photography.
However, anthropology has been slower in recognising and conceptualising Aboriginal
experiences of photography. Lydon (2021: 272) argues that ‘global intellectual hierarchies’

III

consisting of ‘supposedly “universal” measures of research excellence’ continue to ‘privilege
Anglo-American or European scholarship and Western epistemologies.” Aboriginal
experiences of photography are essential for Aboriginal people; photographs are not only

‘representations’ (as in the Western tradition), but they ‘may assume the powers of the
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ancestors, embedded within social relationships with both the living and the dead’ (Lydon

2021: 273).

It has become clear to me through my fieldwork that Aboriginal epistemologies are legitimate
research paradigms. Payne and Thomas (2002: 109) describe the archive as not only
emblematic of Aboriginal subjugation but also as a site of cultural negotiation, from which the
‘native subject [sic]’, or Aboriginal Canadians, are seeking to reclaim their history. This

reclamation is one possible way forward for SAM archives.

The decline in the salvage anthropological framework and the rise of Indigenous rights meant
that anthropologists needed far better reasons than merely morbid curiosity to access
Indigenous communities. Aboriginal people are not just the subjects of research but are active
participants in research that Aboriginal people consider relevant and valuable. Understanding
Indigenous rights, issues of ownership and the spirit of photographs are also necessary in

discussing the repatriation of photographs and access to the archives.

One example of reclamation involving SAM archives is the digital repatriation of photographs
in Ara Irititja’s (2019) digital photograph archive.?! Another example is a planned 2023 project
in which my colleagues, collaborators, and | are setting up a community-based and managed
Ngarrindjeri digital photographic archive. My current work, together with Hughes et al. (2021:
3), is exploring how we may use the Ara Irititja (2019) digital photograph archive as a guide to
creating a digital archive of photographs for the Ngarrindjeri people (with whom we are
currently working). | discuss this ongoing work briefly in Chapter 5. Work on this project is in

the early stages, so | have not published it yet.??

The importance of Indigenous rights, issues of ownership and the spirit of photographs in
discussing the repatriation of photographs and access to the archives is a vision | wish to
advocate and work to achieve with my Adnyamathanha community. | hope this Exhibition and

thesis will enable further research and projects to facilitate further repatriation and

21 ‘Ara Irititja is the longest running and largest community-based, multimedia digital archive in Australia’
(Edmonds et al. 2016: 38).

22 This project is foregrounded by in-process work from and with Ngarrindjeri understandings of photography
and their relationships with museum and archival collections as articulated by my project colleagues within
Hughes (2009, 2019), Hughes and Trevorrow (2014; 2019), Hughes and Smith (2018), Aird, Hughes and
Trevorrow (2021), and Hughes et al. (2021).
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reinterpretation of photography from museums and archives by the Adnyamathanha

community.
Psychoanalysis and Aboriginal Photography

| hesitate to comment on psychoanalytical understandings of Aboriginal photography as the
relationship between psychoanalysis, photography, and Aboriginal Australia is problematic.
Mainstream psychology has considered Freudian psychoanalysis to be unworkable for several
decades. However, as Ginsburg (2018: 73) shows, many works about Aboriginal Australia have
their roots in psychoanalytic theory. Réheim (1925) established Freudian psychoanalytic
analyses of Aboriginal Australian cultures at the earliest stages of anthropology in Australia.
Réheim was a classical psychoanalyst within the Freudian school and worked in Central

Australia in 1925.

Furthermore, as Ginsburg (2018: 73) shows, Freudian psychoanalysis is still one of the
significant ways Aboriginal photography continues to be conceptualised. For example,
Ginsburg (2018) and Smith (2008) interpret their works as directly originating from Freudian
psychoanalysis. Specifically, Ginsburg (2018: 73) argues that in Thornton’s (2015) docu-drama
television episode, Romaine Moreton uses Freudian concepts of the ‘uncanny’. In Thornton
(2015), Moreton describes her encounters with spirits during her residency at the National
Film and Sound Archive in Canberra, which is housed in the former Australian Institute of
Anatomy. Ginsburg(2018: 73) notes that during her residency, Moreton learned that Colin
Mackenzie had previously occupied her residence. Colin Mackenzie is known for overseeing
the anatomical dissection of Aboriginal people’s remains for scientific research. After her
‘postcolonial haunting’, Moreton discovered that the National Museum of Australia (NMA)
still held these dissected remains in its collections. This experience changed the focus of her
research project. She had intended to explore Indigenous cultural and intellectual property

but became a project concerned with the ‘rights of the dead and undead’.

Ginsburg (2018: 73) argues that Morton uses Freudian concepts of the ‘uncanny’. She argues
that Morton extends Freudian concepts of the uncanny (a ‘settler uncanny’) to create an
‘Indigenous uncanny’. Ginsburg (2018: 73) postulates that Morton, an Indigenous scholar,

poet, and filmmaker, narrated her experience of working with archives from an Indigenous
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spiritual perspective or uncanny (an immediate, ancestral ‘ghostly kinship imaginary’) to
create a sense of awe, ‘historical relationship, and familial/historical obligation’. Drake (2022),

however, argues that Aboriginal religions go beyond the Freudian sense of the uncanny.

While Smith’s (2008) early ethnography refers to distributed personhood, his later analyses
of Aboriginal photographs and personhood use Freudian psychoanalysis extensively. Smith
(2008: 332) does not quote Freud directly. However, his theoretical outlook is Freudian, as
shown in the assertion that ‘intense forms of interpersonal dependence that characterise
Aboriginal life recall psychoanalytical accounts of the projection of significant parts of the self

into others’.

Analysis of the psychoanalytic understanding of personhood and photography is essential to
distinguish these concepts from anthropological concepts of personhood. Appell-Warren and
Fong (2014) show that anthropologists have rightly mistrusted psychoanalytical concepts of
personhood and found them not to be compatible with anthropological understandings of
personhood as these are associated with the ‘Myth of the Lazy Native, the Peculiar Western
Self and the Dangers of Culturally Loaded Concepts’. Nevertheless, she shows that
psychoanalytic conceptualisations of personhood have influenced earlier anthropological
analyses of personhood in anthropology. | have discussed psychoanalytical
conceptualisations of transference and countertransference. In the following section, |
outline how these conceptualisations have influenced anthropological understandings of

photography and personhood.
Personhood and spirit

In this section, | discuss the significance of personhood within anthropology to evaluate its
relevance to analysing Adnyamathanha photography. Personhood, as used by Appell-Warren
and Fong(2014), Fowler (2004) and Smith (2012), is a concept that has a long history within
anthropology. Most famously associated with the work of Strathern (1988) in Melanesia and

Dumont (1980) in India, personhood has been a staple of anthropological debate for decades.

Personhood literature has raised several concepts (dividual, relational, partible, and
distributed personhood) applicable to the anthropology of photography. These concepts

function as differentiations from what anthropologists theorise to be a ‘Western’ form of
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personhood. They define the Western form of personhood as a separate individual who is
bounded and individuated from other-selves. In this understanding, the individual comes first,
and relations are secondary. In contrast, as defined by Strathern (1988), relational
personhood prioritises relations, with people constantly aware of their relationality and

acting in accord with those relations.

Such ideas have been helpful for anthropologists, such as Glaskin (2012), Smith (2016) and
Vaarson-Morel (2018) in understanding personhood for some Aboriginal groups. For
example, Smith (2012) uses Strathern (1988) to show how partible or distributed personhood
highlights how the skin does not bind the person. The person can extend into objects, body
parts, footprints, and ephemeral aspects such as spirit, which are understood to be still
intimately connected to the self. As discussed in Chapter 7, Adnyamathanha lexical items
indicate that Adnyamathanha understanding tends towards those of distributed personhood.
Distributed personhood outlined by Strathern (1988) and applied to Aboriginal contexts by
Smith (2008) may be helpful to understand Adnyamathanha photographs, although | argue

this is not sufficient throughout this thesis.

Unlike Udnyu academics, Aboriginal artists and academics do not often use theoretical
concepts such as ‘personhood’ to describe spirit. For example, Gonzalez (a staff member at
the National Film and Sound Archive) interviewed Thornton (2013) about his television series,
The Darkside. Their discussion of spirits in response to Romaine’s episode in Thornton (2015)
is relevant to my discussions here. Gonzalez asks Thornton whether he grew up ‘surrounded

by stories of the other side?’ Thornton (2013: n. p.)responded:

Yes, | grew up with that being part of everyday life, with spirits and ancestors
being around you always. It is... not specific to Indigenous people, but
perhaps... more prevalent in our communities; the idea that when you go
for a walk in the bush, the trees have souls and spirits, and your ancestors
are watching you all the time. When you’re at home, you feel the presence
of your family, who have passed on and keep coming back occasionally to

check in on you.

Adnyamathanha views parallel this. For example, Adnyamathanha people consider removing
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nondescript rocks and stones from the landscape as dangerous as the rocks may hold the
spirits of the deceased and the landscape, spirits that haunt and sicken those removing them
and imprisoning them within alien environments. Hence the warning on the introductory sign
at the start of the Akurra Walking Trail at Leigh Creek (Figure 3 below), which instructs
bushwalkers not to: ‘stray off the trail due to cultural safety reasons... [and not to] remove
any artefacts or stones as this hurts Adnyamathanha culture [my emphasis added]’ (Leigh

Creek Community Progress Association 2022).

\
\ FLINDERS Rnﬂ_ﬁs\;\\\
; 1

Inform a responsible person where you are going and what time you will return.
Bring 1 litre of water per person per hour of trail use.

Wear appropriate endiosed footwear and sun protection.

Do not attempt the trail on days when the weather is forecasted at 30° or above.
Maobile phone service is often unreliable. It is recommended to bring a satellite
phone with you.

Be cautious of =nakes, other animals, and rocky terrain.

Do not stray off the trail due to safety and cultural reasons.

It is not recommended to eat any of the bush tucker identified on the trail.

Do not remove any artefacts or stones as this hurts Adnyamathanha culture.

Figure 3. Section of Akurra Trail welcome sign, courtesy of Leigh Creek Area School (2022)

The Akurra Walking Trail sign in Figure 3 above asks visitors to observe both practical and

cultural protocols whilst walking the trail.

Conceptions of personhood and spirit are crucial to understanding photographs, as | show in
Chapter 7. Some anthropologists, such as Appell-Warren (2014), view the concept of
personhood as neither anthropocentric nor an overly secularising reading of Aboriginal
concepts. As discussed above, it would seem clear that psychoanalytical theories are
problematic pathways to understanding the meanings of spirit for Adnyamathanha.
Personhood is a vital way to conceptualise spirit within an anthropological framework, but |

also have reservations about the concept of personhood as a replacement for the term spirit.
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In the section below, | explore how Indigenous curators in museums use the term spirit in

several ways.
Indigenous artists’ uses of the concept of spirit within exhibitions

There are many Aboriginal artists— such as Moffatt (2013), Smith (1999) and Thompson
(2013)— who are creating artworks in response to archival photography and thus speaking
back to the archive (Jefferson 2019; Lundy 2018). Anthropologists— such as Ingold (2013),
Schneider and Wright (2006; 2010), and Bakke and Peterson (2017)— have undertaken work
with artists. While different from creating an exhibition, Ingold (2013), Schneider and Wright
(2006; 2010), and Bakke and Peterson’s (2017) collaborations with artists are a corresponding
field of work. Their approaches provide models of ways collaboration between
anthropologists and artists can facilitate the incorporation of artistic and material insight
within ethnographic research to create new forms of ethnography and insights within

anthropology.

For example, Lydon (2016: 9) examined the responses of Indigenous artists to photographic
records, including through exhibitions such as Christian Thompson’s (2013) We Bury Our Own
Exhibition. Lydon (2016: 9) argues that Thompson’s portraits ‘convey a sacred process of
acknowledgment of ancestral forces with great dignity and emotion’. It is interesting to note
that Indigenous artists such as Thompson often use the concept of spirit, not personhood, to

understand the importance of photography to themselves and their communities.

Aboriginal artists, including Brook Andrew and Christian Thompson, have extensively written
about expressing these concepts in their artistic and curatorial practices. Artist Brook Andrew,
together with historian Jessica Neath (2019: 217), argues that ‘how artists access these
archives and produce decolonial readings of the... trauma of colonial events’ needs to be
considered against the ‘emotional, historical, and political dilemma’ of an ‘ideology of
primitivism that has restricted the visibility of Indigenous loss’. Brook Andrew, therefore,
characterises his work as expressing both spirit and its loss; Thompson (2013, 2015) is more
hopeful. He sees spirit not only as a symptom of loss but as a vehicle for connection within
his photographic exhibitions. He argues that his photographic exhibition We Bury Our Own

(Thompson, C 2013) analyses photography in an Aboriginal spiritual context. These are
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themes that | expand upon in the Exhibition and thesis.

Thompson’s (2015: 6) conceptualisation of ‘spiritual repatriation’ is good, but it is only one
part of repatriation and restitution to Indigenous communities. Thompson (2015: 6) describes
his work as ‘spiritual repatriation’ that is akin to the physical repatriation of Aboriginal
Australian human remains. Describing his exhibition, Thompson (2015: 6) further argues that
his ‘exhibition and subsequent exegesis’ extends Benjamin’s (1968: 219-253) concept of aura

in photographs to elucidate his conceptualisation of spiritual repatriation.

Benjamin (1968: 188) shows that ‘to perceive the aura of an object we look at means to invest
it with the ability to look at us in return’. Thompson (2015: 175) explains that this perception
of the aura effectively expresses his understanding of photography as a ‘magical elementin a
work of art that returned the gaze of the viewer’. Thompson (2015: 6), however, cautions that
an overt literal translation of Benjamin’s concept of aura and its ‘personification is delusional
— a “chimera” as Benjamin’s concept of the aura of an artwork is a ‘type of involuntary
memory — as if it harbours repressed imagery’. Thompson (2015: 174) argues that
photographs have secretive ‘ceremonial qualities’, which the concept of aura can partially be
used to elucidate the spiritual repatriation of photographs. Thompson (2015: 175) argues that
‘rather than emancipate the object from its aura or repressed memories, spiritual repatriation
is the reverse; it aims to emancipate the repressed memories or aura from the object’.

Thompson (2015: 5) also posits that:

Spiritual repatriation relinquishes the photograph’s function as an artefact
of reproduction and empirical investigation and, as if in a séance, calls forth
the memories and repressed spirits of its subject, thus investing the

photograph with the aura it took when it “shot” its subject.

Thompson uses the process of ‘spiritual repatriation’ in We Bury Our Own (2013) as a way
that living descendants can ‘by-pass the hegemonic power structures of museum histories
and display... [and direct] the viewer away from the physical collection and into a spiritual
archive that the institution cannot contain’ (Thompson, C 2015: 8). Thompson (2015: 174)
defines ‘spiritual repatriation’ as a concept that emphasises repatriation as an ‘essential

quality, what might be called the aura of such collections, rather than the physical object,
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moving things into the spiritual realm away from the material’.

Morton (2015: n. p.) notes that Thompson'’s spiritual repatriation of photographic archives
differs significantly from the physical repatriation of remains. Physical repatriation results in
the entire removal of the ancestors who are laid to rest, whilst photographs, although shared,
remain in ‘the storerooms of remote institutions.” Procter (2020: n. p.) is encouraged by
Thompson’s exhibition. She argues that this exhibition presented Thompson’s ‘artistic vision
and perspective as an Indigenous person... is repatriation in the sense of returning

photographs to where they belong’ (Procter 2020: n. p.).

However, Procter (2020: n. p.) cautions that Thompson'’s ‘self-portraits do not repatriate the
images in a straightforward physical sense’ as this exhibition ‘takes place in an emotional
rather than physical space’. More work is needed to physically repatriate photographs as the
Pitt Rivers’ Museum still holds them ‘in their archives’, and they are still displayed and
available to researchers at the discretion of museum staff. In cases where communities seek
objects, this is ‘nowhere near enough’, and ‘it can be far too easy for an institution to bring in
an artist-in-residence’ and act ‘as if that is all that needed to happen to fix their [the
museums’] problems’. | agree that spiritual repatriation— defined emotionally— is only a

‘first step’ to repatriate photographs to Indigenous communities.

Proctor’s (2020: 145) analysis of spiritual repatriation is an extension of anthropology and
museum studies debates about whether repatriation is the correct term to use to conduct or
understand the return of Indigenous photography. Bell, Christen and Turin (2013: 8) question
whether repatriation is the proper term if the ‘images’ are not physically wholly returned.
When images or copies remain in archives, is this repatriation? | also question the ownership
of materials in archives, particularly in Chapter 2. However, the term repatriation is valid
within Adnyamathanha understandings of photography, given its associations within the

Adnyamathanha community to the return of the Old People (human remains).

My research incorporates linguistic analysis, history and spiritual ceremony through
fieldwork, exhibition opening ceremony, and cross-generational relationships (through
responses to photographs via interviews of Elders and children's artistic responses). In doing

so, | expand the concept of spiritual repatriation beyond the artist-in-residence concept
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outlined by Thompson (2015: 174) to a cultural community process. | argue that the
‘repatriation of photography’ can be associated with Adnyamathanha conceptualisations of

the repatriation of Indigenous human remains in Chapter 7.
The Exhibition: an Adnyamathanha view

| created the Exhibition and displayed it at SAM from 4 August to 20 September 2019 for both
Adnyamathanha and non-Adnyamathanha audiences. The purpose of the Exhibition was to
create and display a representation of Adnyamathanha history using artworks and
photography as a method of ethnography. | embedded my method of exploring photography
Adnyamathanha Muda through collaborative encounters rooted in familial and cultural
networks over a long period. The process and space of creating an Exhibition opened a

dialogical space for Adnyamathanha people to collaborate with this research.

Analysis of museum exhibitions (Clifford 2004) and the museum object (Thomas, N 2010) as
a site of cross-cultural interaction has been well-studied. Nevertheless, exhibitions as a form
of research in anthropology is a relatively new field with excellent opportunities for
ethnography. 23 By incorporating the outworking of ‘image ethics’— as outlined by Peterson
(2003: 120)— exhibitions and the processes of creating them can be reflexive spaces in which

divergent opinions can be explored.

Exhibitions can be effective research methodologies as many are collaborative processes that
provide opportunities to speak back and for people involved in creating and viewing the
exhibition to share opinions and reflections. Ethical research methods— through interactive,
collaborative exhibitions— can be fruitful within anthropological research (Ungprateeb Flynn
2019: 173). Collaborative curation of exhibitions with Indigenous Australian communities
over the last several years—such as Ah Kee (2012), Carty (2022), Iseger-Pilkington (2017), and
Thompson (2013) — demonstrate how exhibition processes can generate new research
within anthropology and Indigenous Studies within Australia. My Exhibition was another
example of the exhibition process as an opportunity to promote and create collaborative

research.

23 Scholars such as Bjerregaard (2020), Otto, Deger and Marcus (2021), Ungprateeb Flynn (2019) have been
pioneering this research.
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| was fortunate to access material from both SAM and the State Library of South Australia
(SLSA), including Mountford’s photographs and material objects and artworks created by
Adnyamathanha people. My Exhibition drew upon these methods using materials accessed
from both SAM and SLSA. | also used the RM Williams Museum collections, private and

personal collections, interviews, and art workshops.?

Adnyamathanha people also contributed to the Exhibition. Adnyamathanha people actively
took part in the Exhibition design process.?®> Their contributions were integral to the Exhibition
process, reflecting my knowledge of the Adnyamathanha community and my pre-existing
relationships. How so many community members participated in the Exhibition allowed me
to access and develop new understandings of Adnyamathanha, photography, and exhibition
processes and spaces. Such new understandings included the relationship between
relationality, language, materiality and how people interact with photography. Eckert (2016:
245) defines relationality as a method that shows how ‘relationalities shape our world’ and
how a ‘presumption of given (racialized, cultural, gendered, or religious) differences’ may

obscure such relationalities.

| use this definition of relationality throughout this thesis to explore relationships that may
otherwise be conceptualised and possibly obscured by given notions of kinship, indigeneity
or ethnicity; as Hemer (2001: 15) argues, relationality is not overly restrictive in comparison

to other anthropological terms which could be used, such as kinship.2®

| named the Adnyamathanha people with whom | worked on this thesis as ‘collaborators’
rather than “informants” or “participants” to highlight the collaborative nature of this work.
The word “informant” is familiar to Adnyamathanha people as we have engaged with
anthropologists as “informants”. Nevertheless, | did not use the term “informant” as the
conceptualising of my collaborators as “informants” is problematic because there are ‘many
professionals from different disciplines ...[who] are still writing with that archaic mentality:

you are the informant, | am the researcher, tell me in so many words’ (Rappaport 2008: 26)

24 | illustrate how | use these methods in the Exhibition throughout Chapter 4.

25 The Exhibition research process and how Adnyamathanha people contributed to it is discussed in the later
sections of Chapter 3, especially in sections titled Reflections of Muda in Artistic Practices, Photographs and
Muda and Muda and the Exhibition. In Chapter 4, | outline how the Exhibition reflected these contributions in
later sections titled Adnyamathanha Artworks and Handwriting and community involvement

26 | discuss kinship and relationality further in the beginning of Chapter 5.

32



which creates an othering us—them dichotomy within their research. As an Indigenous

researcher, | cannot ascribe to this dichotomy.

This othering and conceptualising Indigenous people as “informants” does not respect
Indigenous authorship and knowledge-holders. Emberley (2022: 1) argues that: ‘In the early
20™ century, ethnographic “as-told-to” narratives published in colonial white settler nations...
were written by ethnologists from “data” collected from their “native informants” and
presented as the self-authored life histories of Indigenous people’. This ‘concealing the
Indigenous informant as the source of anthropology’s knowledge was integral to the
constitution of its disciplinary knowledge and scientific truth’ (Emberley 2022: 2). Myers
(2006: 233) shows that this concealment does not reflect the nature of anthropological

research and practice today.

Photographs are sometimes used in court (Biber 2007) and native title evidence (Aird 2020;
2020); however, many Aboriginal researchers, such as Taylor (1996: 22), recognise the
‘subjectivity’ of photography. The problematic nature of anthropological informant is known
within the Adnyamathanha community. Adnyamathanha peoples’ most current experience
with anthropology is within the native title system.?” Native title anthropology often situates
Aboriginal people as informants or providers of information that the courts must corroborate.
This evidence must stand up to cross-examination within a highly adversarial Udnyu legal
system in which Adnyamathanha people and many other Aboriginal people appear to be
victimised and powerless. Keen (1999: 104- 105) argues that this is an oversimplification of

native title anthropology as:

Native title research is in the interests of Aboriginal people and matches
their aspirations.... The majority [Gunai/Kumai Aboriginal people of
Gippsland] have expressed great interest in the results [of our research],
especially of the archival research, and in several cases, the relationship has

been more collaborative than that of informant-anthropologist.

Nevertheless, Keen’s assertions do not consider native title court processes in South Australia.

27 Adnyamathanha peoples’ most current experience with native title is found in Mansfield (2015), Grant
(2019: 95-96), Aboriginal Way (2010), Adnyamathanha Traditional Lands Association and ORS vs Rangelea
holdings Pty Ltd (2021; 2023) and Ellis (2015).
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We cannot speak for ourselves when giving cultural evidence within South Australia (Ward &

Coe 2023: n. p.).

| also did not use the term “participant” as it conceptualises the research as primarily shaped
and driven by myself as a researcher. Another reason that | did not use the term “participant”
was that the Adnyamathanha people | was working with did not previously use that term to
conceptualise their work. The word “collaborator” situates the Adnyamathanha community
members on a more even playing field rather than the unequal relationships implied by the

word “participant” or especially “informant”.

Rappaport et al. (2008: 26) argues that they ‘hoped to break down dichotomies between

7

ethnographers and “informants”’ through collaborative research with Indigenous researchers
and community members. Drawing upon this, | therefore used the term “collaborator” as it
is important to me that | situated myself within the goals of my collaborators in the research
project. Collaborators undertook considerable work in my research and Exhibition without
reimbursement. They did this work as it aligned with their own goals and interests.
Collaborators wanted to promote Adnyamathanha culture, teach me about my culture, and
share our culture with other younger people. The term “collaborator” is known to
Adnyamathanha people as it has been used in other work, such as Nunga C. Coulthard’s
research with Hamm et al. (2016). Community members have collaborated with me in

creating this research and Exhibition, including handwriting on the walls of the Exhibition,

trips to Country (see Chapter 3), and the Exhibition Launch ceremony (see the Prologue).

The creation of the Exhibition provided collaborators, both Elders and younger people, with
a greater freedom to express Adnyamathanha identity than the academic written word. Using
the Exhibition as a research method helped create better communication with
Adnyamathanha people about photographs and their responses. Due to time constraints,
managing good fieldwork or good archival analysis within research periods was often

necessary.?® Time spent on the Exhibition nevertheless effectively contributed to gaining

28 My time constraints were that | worked part-time in various positions in university, museum and
government departments throughout my PhD. As a member of my community, | was graciously allowed to do
shorter and more focused fieldwork and interviewing by utilising pre-existing relationships and community
involvement. | discuss time constraints within ‘Positionality: Finding self and Adnyamathanha in the field’ in
Chapter 1.
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genuine responses in terms of both quality and quantity from my collaborators whilst still
allowing for the archival analysis of photographs. The Exhibition deepened my analysis of
responses to photographs | gained through fieldwork and workshops with young people and

children in schools.??
Muda is everything!

| explore ways that Adnyamathanha understand photography from the Flinders Ranges held
in the SAM, SLSA and Umeewarra media archives. This thesis reflects a combination of
archival research and fieldwork. In Chapter 1 and Chapter 2, | discuss the process of fieldwork
and archival work. There are four major themes (Muda, relationality, gender, and spirit) in
which Adnyamathanha understandings of photography coalesce to reinforce Adnyamathanha

identity.

In Chapter 1, | contextualise my role in the Adnyamathanha community to position my
research in archives and during fieldwork. As a community member, | did not create my
position within my community, but | did have to learn to negotiate this position to conduct
fieldwork at home. | explore issues of being Adnyamathanha in the field and working with
SAM and the archives, including positionality, fieldwork methodologies and dilemmas that
arise in the dual roles an Indigenous person occupies within their community and research. |

also outline how | conducted my fieldwork.

The archives of photographic collections of Adnyamathanha people from 1907 until the late
1970s are the focus of my analysis of Adnyamathanha photography. As my research draws on
Mountford’s collection, Chapter 2 analyses the archives. My analysis focuses on Mountford’s
photographs taken in 1935-37 and the United Aborigines Mission (UAM) photographs taken
from the 1920s-1970s. | discuss the Mountford collection, including its establishment within
a salvage anthropology framework, how institutions used and maintained these collections,

and current debates surrounding its access, ownership and repatriation.

Muda is culturally specific to Adnyamathanha and the overarching conceptual framework for

Adnyamathanha culture. In Chapter 3, | examine the crucial role of Muda in interpreting

29| discuss this in Chapter 4.
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Adnyamathanha photography from the perspective of Adnyamathanha people. This includes
defining what Muda is and is not, looking at the relationships of photography with Country,
law, restriction and avoidance, language, song, and Christianity. | examine the role of women
within Muda and implications for gendered interpretations of photography and conclude by
exploring the role of Muda in formulating the Exhibition. My analysis confirms that “Muda is

everything!”.

In Chapter 4, | detail the processes of creating the Exhibition. | provide an overarching
description and analysis of its spaces, including key features such as the naming of the
Exhibition, the provision of different viewpoints in the “White” and “Black” Rooms (including
the ‘Living Room’), the issue of providing a map of Country, the role of missionaries in
Nipapanha (Nepabunna), and work on stations in photographs. The Exhibition is a visual motif
and anchor to help understand complex Adnyamathanha themes and responses to
photographs. The Exhibition, and hence this chapter, provides a lynchpin for the themes in

the following chapters.

In Chapter 5, | situate the fieldwork and Exhibition in Adnyamathanha epistemology. This
begins with a discussion of the relationship between Adnyamathanha people and the role of
Muda in setting social relationships. | discuss the critical role that moiety plays in
understanding Muda and the interpretation of photography. Adnyamathanha prioritise
relationality within understandings of photographs. Past research has, however, ignored or
misunderstood matrimoieties. Western-style genealogies and patronymic naming systems

have also negatively affected matrimoieties.

| discuss the marginalisation of Aboriginal women in historical spaces (such as anthropology,
museums, research, and archives) in Chapter 6. | examine how the collections and history (as
a colonial space) impact contemporary Adnyamathanha conceptualisations of gender and
how Adnyamathanha women are being written out of Adnyamathanha culture. To show this,
| use a visual analysis of the active and passive women in Mountford’s photographs combined
with a statistical analysis of SAM collections databases. | also discuss the problem of access
to secret sacred collections to argue for new ways to reclaim Aboriginal women’s knowledge

in museums.
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Chapter 7 focuses on the spirit in photographs. | argue that within Yura Ngawarla variants,
unlike in Australian English, the photograph is not merely a possession of the person but is
the person itself. | use the linguistic analysis of fieldwork interviews (specifically the
differential use of pronouns within Adnyamathanha) to analyse spirit in photographs from an
Adnyamathanha viewpoint. | imply this in the Exhibition opening ceremony and show this
through how Adnyamathanha approach photographs. This unique research shows the

gendered and moiety-situated Adnyamathanha person in photography.

Incorporating specific Aboriginal people groups within the museum requires museum and
academic disciplines to respect specific Aboriginal cultural contexts and knowledge. |
conclude this thesis by re-examining my Prologue to demonstrate how the Exhibition opening
ceremony symbolises the findings of this research endeavour. The Exhibition launch was a
reincorporation of Adnyamathanha epistemologies of Muda through the singing out of the

persons in photographs.

The significance of this research is that it respectfully recognises the knowledge and traditions
of Adnyamathanha and others to fill the gaps in anthropological literature, museums, and
archives by using analysis grounded in localised conceptual frameworks. By recording new
knowledge of Adnyamathanha terms and using the voices of Elders and other community
members, this thesis contributes to debates on the repatriation of photographs and

ownership and spirit in photographs.
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Chapter 1. Being Adnyamathanha in the field

In this chapter, | contextualise my fieldwork experience within the research project. | first
discuss my fieldwork and research about my position as an Adnyamathanha woman within
this community, followed by an outline of the fieldwork methods | used throughout this
research project. | discuss issues important to me as an Adnyamathanha woman conducting
fieldwork with other Adnyamathanha people, highlighting my position as both an insider and
outsider within anthropology and my community. Key discussions include how photographs
were fieldwork, how | locate myself as Adnyamathanha woman in the field using
‘positionality’, how | can go ‘undercover’ in the archives and museums, and ‘going to’ the field

and interviewing with Elders using photo-elicitation.3°
Positionality: Photographs as fieldwork

How Aboriginal communities respond to photographs is highly variable; thus, | cannot
generalize it to all communities. As discussed in later chapters, analysis of specific ways that
Adnyamathanha are using photographs demonstrate deeply embedded cultural knowledge
and perceptions. During fieldwork, | recorded how Adnyamathanha people use photographs,
including touching, sharing, looking at, and interacting with photographs. Elders reminisced
in ways that reflected gender, moiety and generational relationships, aspects | could perceive
from prior knowledge. They also used photographs to say specific things about themselves
and their communities by ignoring or quietly refusing to interact with some photographs that
others were happy to examine and discuss or through the restrictions of specific photographs
and how they used, displayed, and stored photographs. Importantly, they used photographs
to teach, explain, recognise and cement relationships with ancestors and between later

generations by tracing connections to locations and to Country.

Through my fieldwork, exhibition and thesis, my aim has been, and remains, to specifically
explore how Adnyamathanha people use photographs through the process of actively using

photographs to contribute towards the Exhibition. The outcomes of the fieldwork are based

30 This chapter also begins to situate my work—including my methods, scale and scope (including the politics
of accessing) archival photographic collections. I, however, analyse this further in Chapter 2.
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on my position in society.

| was a community member, anthropologist, and museum professional throughout my
research. Depending on the context, | was both an insider and an outsider. | endeavoured to
be an insider in the community | researched throughout my fieldwork as it is an integral part
of my cultural safety and of respecting Adnyamathanha culture. For example, if an outsider
female Udnyu anthropologist were to conduct research with the Adnyamathanha community,
they may be able to work on men’s ceremonial business; however, as an Adnyamathanha
woman, | was not able to do so as | was already part of this community. As such, | could not

be an ‘honorary male’ here (discussed in Chapter 6).

Shaw’s (2017: 12) use of insider ethnographic field methods influenced my research. She
notes that the ‘traditional meaning’ of ethnography is ‘immersing oneself into a culture to
understand the “other” and that she ‘had a true sense of immersion, but no sense of
“otherness”. Working at home... meant working within my cultural environment.” Peirano
(1998) argues that analysis of anthropology at home is a specific form of working within
anthropology. Palriwala (2005) extends this to discussing the difficulties and opportunities

provided by studying within your community.

The outsider perspective of an anthropologist is to ideally, over time, ‘develop close
friendships in the research site that result in expectations of reciprocity, help, assistance, and
participation in the social life of the community’ (Le Compte & Schensul 1999: 13).
Anthropologists often build close friendships through their interaction with the community
they are working in, while in my case, these relationships pre-existed the research project.
Insider understanding of community perspectives may apply in some small measure to
broader Indigenous communities, but | cannot assume this, and this may not aid in my ability

to perceive or portray the perspectives of other Aboriginal societies.

My position within my community as an insider, and within the constraints of my cultural
position, grounds my research within Adnyamathanha knowledge and understandings. The
term ‘positionality’ specifies this grounding throughout this thesis. Positionality is a method
used within the social sciences to negotiate ‘insider/outsider status’ (Merriam et al. 2001:

405), to ‘situate knowledge’ (Rose 2016: 305), and, as England (1994: 80) argues, to ‘conduct
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more personal, reflexive feminist research’. Coghlan and Brydon-Miller (2014: 628) note that
positionality refers to the ‘stance or positioning of the researcher in relation to the social and
political context of the study’. This method is beneficial for the Aboriginal ‘insider’
anthropologist in that, as Jacobs-Huey (2002: 799) suggests, the Indigenous researchers’
discussions on ‘the intersubjective nature of their fieldwork may constitute a tactic for
circumventing such stigmatising characterisations.. as going native’ or not being ‘native
enough’. Further, as far as ‘discussion of positioning in the field engages key anthropological
guestions around the dialectics of fieldwork’, Aboriginal researcher position themselves and
their research within a ‘rigorous analytical paradigm. [of] critical reflexivity’. Such reflectivity
in both ‘writing and identification as a native researcher [sic] may act to resist charges of
having played the "native card" via a noncritical privileging of one's insider status’ (Jacobs-

Huey 2002: 799).

Discussions of intersubjectivity are also a defence mechanism for me. However, positionality
and reflexivity are critical and fundamental tools that most contemporary anthropologists can
use. It is when one is a member of the culture that one is studying that intersubjectivity and
‘intersectionality’ (Thorpe 2021: 8) becomes more complex but also more productive and

‘culturally safe’ within archival and anthropological research.

Many Indigenous scholars navigate their positionality as scholars; their discussions about how
they know what they know have helped situate my research and museum work. Throughout
my thesis, | discuss many debates of Indigeneity and scholarship by Aboriginal Australian
academics.>! Like Liboiron (2021), my Indigeneity affects how | reference knowledge and
utilise footnotes.3? In many footnotes, | reveal ways in which | know what | know. | often
attribute knowledge to the Elders and other Adnyamathanha people rather than through the

anonymity of scholarship and academic authorship. | attribute much to these personal

31 These include Corn (1999), Langton (1993), Huggins (2022), Moreton-Robinson (2013), Tynan (2021),
Watego (2021), and Watson (2002). This also includes some Aboriginal authors such as Trevorrow in Hughes
and Trevorrow (2014; 2019), Gurrumuruwuy in Deger and Gurrumuruwuy (2019), Neale in Neale and Thomas
(2011); (2011), Sumner in Sumner, Besterman and Fforde (2020), Sumner in Sumner and Koch (2020). Caruana
(2003, 2013), Neale (2017b), Paradies (2016), Thorpe (2021: 8), Thompson (2015), Whyte (2006), Aird (2002,
2003, 2020), and Merlan (1988; 1997, 2007; 2009) are Aboriginal scholars who also worked in museum
contexts.

32 Other North American First Nations scholars | cite throughout my thesis include Yellowman (1996), Wall
Kimmerer (2013), Tuhiwai Smith (1999b), and bell hooks (2014). | also cite Maori academics such as Asmar,
Mercier, and Page (2009).
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communications; this is how | know what | know. This is an Aboriginal way of knowing through
hearing, seeing and experiencing over many years, visiting the sites rather than reading in a

book. We impart knowledge through stories. You are expected to learn by observing.33

My positionality also impacts how | write my thesis. | often use first-person accounts and
footnotes and attribute knowledge to those who have told me. Often, | have had the privilege
of having the same or similar knowledge passed to me by several different adults. | have
generally selected only one of those knowledge holders but acknowledge that many people

have generously shared their insights.

In the next section, | discuss the relationships between my positionality as an insider and how
these relationships influenced the research endeavour. Within the rest of this chapter, |
discuss my roles within the Adnyamathanha community, and | then explore my roles within

the museum and the archive. | then follow this with a discussion of my fieldwork practices.
Positionality: Finding self and Adnyamathanha in the field

I am an Aboriginal woman from this community, but | am also the author of this research and
the curator of the associated Exhibition. Ethnography produces a ‘picture of cultures and
social groups from the perspectives of their members. Ethnographies tell the story of a group
from the group’s perspective as much as from the ethnographer’s point of view’ (Le Compte
& Schensul 1999: 27). Anthropologists and other ethnographers, however, sometimes
struggle to produce a picture of cultures and social groups from the perspectives of the people

and societies they are studying.

Anthropologists working in societies where kinship is ‘the prime organisational principle’
(Thurston 1998: 155) find that they become incorporated within that framework. Carucci
(1998: 183) notes that his ‘constructed marriage’ with a female research assistant opened
new facets of his research field that he could study and closed others. | was born with an
inalienable identity within the kinship framework. It was not constructed for fieldwork

purposes (Thurston 1998: 155). This was an inescapable aspect of treating the kinship

33| discuss how | recognise Indigenous authorship of knowledge throughout the Exhibition and thesis in a later
section of this chapter titled ‘Anonymity and authorship: Naming Adnyamathanha Elders’.
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structure and relationships as significant.

Thurston (1998: 155) argues that outsider researchers often create ‘constructed’
relationships and ‘treat such families as instances of fictive kinship’. | agree with Thurston’s
assertation that the construction of fictive relationships ‘trivialises the seriousness of the
relationships created reciprocally with the people we study and... highlights the Eurocentric
bias’ in a Eurocentric kinship model where either birth or marriage connects supposed real

kin.

Furthermore, such ‘constructed’ roles create a feeling of indecision or regret about whether
the anthropologist has chosen the right relationships to maximise their fieldwork experience.
The concept that one could choose their relationships is a sign of the privileging of Eurocentric
models of kinship. This was not an option for me, and, as Thurston (1998: 155) shows, it is not

a productive form of anthropology for the outsider either.

Nuanced acknowledgement of my position throughout this research reveals complexities and
overlaps between anthropological and Adnyamathanha categorisations. England (1994),
Merriam et al. (2001), and Rose (2016) demonstrate that insider research is a productive form
of research. For example, my insider-outsider status often makes me aware of the
problematic binary or unequal relationship between anthropology and Aboriginal people’s
knowledge and practices and the potential uses of this research within anthropology and the

Adnyamathanha community.

My identity (including gender) within Adnyamathanha kinship structures influenced the depth
of the information given to me by my Adnyamathanha research collaborators, as well as
which persons were keen to speak at length to me and which photographs they perceived as
significant or proper to discuss. The outlining of the positionality of knowledge through

kinship structures is essential.

Moiety structures within the Adnyamathanha are specific to the north-east South Australian
language group to which the Adnyamathanha belong (Koch, H, Hercus & Kelly 2018: 139).
Naessan and Clendon (2015) and Simpson and Hercus (2004) define the north-east South
Australian language group as the Thura-Yura. Therefore, | triangulate my research with

previous linguistic analyses of Adnyamathanha and other Thura-Yura languages, such as
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Naessan and Clendon (2015) and Simpson and Hercus (2004).

Adnyamathanha people have worked with both non-Indigenous and Indigenous researchers.
The positioning of my knowledge of kinship within the Adnyamathanha community and its
dynamics shows that Indigenous and non-Indigenous research is only reflexive when
positioned within the space the anthropologist inhabits. My roles as a young Aboriginal
woman and as an ethnographer, and how many people engage with me in universities,
museums, archives, and amongst Aboriginal communities, highlight my insider and outsider
status. My position highlights that one cannot do social science research, especially with
Aboriginal Australian knowledge, other than from the position in which one is situated. The
opportunities, constraints, and insights | negotiated in this process highlight the positionality
of knowledge within Aboriginal societies and the social sciences (Asmar, Mercier & Page 2009).
My relationship to photographs and to Adnyamathanha society informs the method and the
process of reviewing, revising, and reformulating the knowledge practices associated with

photographic material.

Another example of the positioning of knowledge includes the role of moieties in
Adnyamathanha society in structuring knowledge, which may seem to hark back to a more
old-fashioned form of anthropology of kinship. Moieties, however, influenced my research in
a natural and embodied manner. | use Hemer (2001: 15) to address the importance of kinship
in the practices and experiences of knowledge construction in my fieldwork with
Adnyamathanha. Like Hemer (2001: 15), | do not seek to address kinship in a structuralist way.
She argues that that her intention in her ethnography is ‘not to classify the kinship “system”
of Lihir’ in Papua New Guinea or ‘deal with marriage exchanges or clans as corporate groups’,
rather her approach to kinship ‘is from the perspective of the nature and content of these
relations’. She argues that in Lihir, one’s birth did not predetermine relationships.

Relationships do not consist of a:

set of static kin categorisations and clan membership, people did not
passively fill roles given by their position in a system; instead, they actively

negotiated their relations with others. (Hemer 2001: 15)

Opportunities and practical barriers within the first PhD fieldwork interviews helped convince

43



me to extend my method to include an Exhibition. | faced many practical difficulties when
trying to achieve the aims of this thesis in the original methodological format. In this format,
| needed to extract in-depth information about photographs from informants. This process
was overly individualistic and formal and did not recognise the multigenerational experiential

or sensorial nature of Adnyamathanha knowledge.

Another complication | experienced during fieldwork was that Aboriginal people, including
the Adnyamathanha, have a ‘lower life expectancy than non-Indigenous Australians’
(Australian Bureau of Statistics 2018: n. p.). The passing of the generation of people who had
lived during the time of the photographs or of many of those portrayed in the photographs
was actively occurring throughout my fieldwork period. After being in the field for several
months, | decided to broaden the scope of the photographs used from only those created by
Mountford to include the archives from the United Aborigines' Mission (hereafter referred to
as the UAM) as their photographic archives spanned from the 1920s through to the 1970s. |
am careful in my analysis to indicate and separate photographs from different sources. From
my primary archival research, | noted that Chapman and Russell (2008: n. p.) determined that
Mountford only worked with the Adnyamathanha from the 1920s to the 1960s, with most
photographs taken in 1937-1939. Most people who knew people alive in those years are now

deceased.
Public versus private information

As an Adnyamathanha person and researcher, | hold profound responsibilities to my family
members, Country, and Muda. My positionality highlighted a possible dichotomy between
private information shared with me as a part of a family and that which was for public sharing
as part of my role as a professional researcher. Indigenous scholars cannot separate academic
work from their relationship with Country. They must ensure that their work does not
compromise their connection to Country; this ‘requires practice’ (Tynan 2021: 610). An

Indigenous researcher must constantly make judgment calls (Liboiron 2021: vii-viii).

Many of my interviews were relatively informal despite my endeavours to include a sense of
rigour by bringing in my paraphernalia of letters of introduction, consent forms, and

equipment such as cameras and recording devices. The follow-up visits to seek consent for
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the public exhibition reinforced the public nature of the information. My interviewees were
also able to distinguish the difference. My first professional visit to Vurlkanha Vapi Robert
Wilton (2017: pers comm.) demonstrated this. After greeting me informally, getting me to
make us both a cup of tea and setting me up at his kitchen table, he changed into his best RM

Williams gear before commencing the interview.
Positionality: Archives and Museums

Before fieldwork commencement, my research was a conventional thesis utilising fieldwork
interview analysis to explore how Adnyamathanha Aboriginal people perceive and use
archival photographs today, in conjunction with my earlier work in archives.3* My earlier work
used archival research to explore how Indigenous people use collections to rewrite histories
of portraits and photographs of Indigenous people. My later work at SAM and the planned
fieldwork location were not too distant from each other, enabling both archival and fieldwork
analysis of Mountford’s photographs from the Flinders Ranges, thus helping with the

interconnection and cross-fertilisation of ideas.

| began fieldwork for this research project in 2015 by returning a selection of archival
photographs taken in the Flinders Ranges in the 1930s and 1940s back to the families
(especially to the eldest descendants of people featured in the photographs) and to the
contemporary communities from which the archives were derived. | had collected these

photographs from the archives in 2013 and 2014.

Before my doctorate, | completed a cadetship, discussed in Paulson (2008: 17), at the National
Museum of Australia (NMA).?®> During my primary cadetship placement, | worked in a small
team on organising an international academic symposium entitled Barks, Birds, and
Billabongs: Exploring the 1948 Australian American Scientific Expedition to Arnhem Land at
the National Museum of Australia (2009). As outlined in the conference proceedings by

Thomas and Neale (2011), Mountford was the leader of this Expedition. | knew he had worked

34| documented my earlier archival work in my honours and master’s dissertations in Rebecca Richards (2011,
2012). | discuss these further in this chapter in a section titled ‘Anonymity and authorship: Naming
Adnyamathanha Elders’.

35| have worked as an Indigenous cadet and also a Project officer on various collections —such as Spencer
(1982)— and exhibitions curated by Caruana (2013), Duff (2013), Johnson (2007), Neale (2017a), Mapelli
(2010) and Aigner (2017).
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with the Adnyamathanha because my family used his archives for our native title cases?®.

Given my earlier knowledge of the Arnhem Land Mountford collections, my initial
photographic research for this thesis focused on the work of Mountford in Arnhem Land and
the Flinders Ranges. Various institutions hold these collections, including the National Library
of Australia (NLA), NMA, and the Smithsonian Institution’s National Museum of Natural
History (SI-NMNH) in Washington DC, such as Setzler (1948) and Mountford (1944b) in SLSA.
To constrain the breadth of the research, | limited my focus on Mountford’s vast
anthropological photographic collections to his Flinders Ranges collection. Researchers have
not previously analysed this collection in detail. My thesis contributes to the primary analysis,
understanding, and knowledge of this limited portion of his collections. SLSA and SAM
archives hold Mountford’s photographic prints and negatives from Flinders Ranges
Expeditions. Mountford told A. Wilton (1937: n. p.) that his Adnyamathanha collections are
the largest collections of the Adnyamathanha cultural objects and that he intended to write
a book using these materials. Unfortunately, he never published any books about the
Adnyamathanha people. He only published one pamphlet in Mountford (1941) and two
journal articles in Tindale and Mountford (1926) and Mountford (1939) during his many years

of research with the Adnyamathanha people.

Many of Mountford’s photographs in the Flinders Ranges were landscapes. SLSA deemed
others to be secret sacred and therefore restricted from public view. In my research, | used
all the photographs that were not landscapes and not restricted by SLSA. Taking all these
photographs to all interviews with Adnyamathanha elders and school’s workshops with young
people, | did not preselect specific photographs for viewing for various Elders and students

but let them discuss and view the photographs that most interested them.

| analysed the selected archival anthropological photography collections in two stages. The
first stage was an analysis of the photographs themselves. This analysis includes exploring the
photographs using questions such as: What do the photographs show? Of what materials do

they consist? How many are there? Who chose to appear or who chose them to appear in the

36 My immediate family and | contributed towards many native title consent determinations and court cases in
the North East of South Australia (Aboriginal Way 2015; Ellis, RW 2015; Mansfield 2009, 2012, 2015;
Monaghan 2020; National Native Title Tribunal Research Unit 2003; Native Title Research Unit 1999; Unit.
2003; Webb & McGrath 2017)
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photographs? How did these photographic subjects stand for themselves, or how were they
represented? Who selected the poses, dress or props used in the photograph? What was the

cultural milieu or specific context in which anthropologists created these photographs?

The second stage is the analysis of the institutional context of the photographs. My
institutional analysis explores how the archive may constrain the interpretation of
photographs. For example, | analyse the history of the restriction of photographs to certain
people, such as researchers or specific Aboriginal people, and how this then influences how
these photographs can be interpreted. Such questions included: How do institutions house
these photographs? How may records from photographs and associated materials inform
original photographic encounters? Who collected the photographs? Why did they collect
them? How do owners of the photographs currently display and store them? How were
decisions made about who to consult and who to give the power to restrict access to some

photographs?
Fieldwork method and contextualising the field

During my PhD, | was an early career researcher at SAM from 2014 to 2020. The work of the
SAM anthropology department during this period, as outlined by Daley (2017: n. p.) and Carty
(2020: 392), influenced my research direction.” When | decided to include an Exhibition as

part of my doctoral process, SAM was the logical place to develop it.

| was fortunate to utilise a public exhibition space without paying for the space and equipment
or hiring a design team. Nevertheless, this emplacement in SAM meant that the Exhibition’s
location near the Aboriginal Australian Cultures Gallery (AACG) framed and contextualised
the Exhibition within SAM’s previous collection and exhibition policies and practices.3® People
who were my colleagues supported the process of making the Exhibition. Like many exhibition
curators, | was not an outsider in this space. My position as an anthropological scholar and

employee or cadet at various points within institutions that house Adnyamathanha

37 How many of my various roles and activities at SAM, such as South Australian Museum (2013, 2020),
Koolmatrie, Turner and Richards (2018b), Aboriginal Way (2019), Marsh (2019, 2021) and Richards (2019b)
influenced my research will be discussed further throughout this thesis.

38 | further discuss the Exhibition in the context of SAM in Chapter 4 and specifically address this in relation to
gender in the concluding section of Chapter 6.

47



collections, such as the NMA and SAM, shaped this doctorate and the Exhibition. However,
unlike many exhibition designers, | needed to manage relationships with family in creating
the Exhibition and arranging the opening ceremony. Notions of either insider or outsider

researchers did not fully explain the complex multiplicity of my positionality.

Adnyamathanha women, Sharon Cruse in Crowley and Cruse (1992: 6), argues that Aboriginal
people are one of the most ‘researched peoples in the world’” and that this research ‘often
continues to be exploitative with little or no value being accrued’ by Aboriginal communities.
She also argues that for Aboriginal people, ‘consultation, ownership, control and community
involvement’ within research is crucial (Crowley & Cruse 1992: 6). | therefore sought to create
an Exhibition with this research through which Aboriginal people would, to some extent
control research participation and outcomes. Frequently expressed outcomes most valued by
Adnyamathanha participants were the opportunities to share photographs of their old people
and earlier life with multiple family members and to showcase their life and community to

the wider world.

Indigenous curators are often responsible for representing and working for Indigenous

communities. Whyte (2006: 5) shows that the Aboriginal curator's role is:

different from that of the non-Indigenous curator as it is highly political,
involves extensive community negotiations and is ... a liaison between the

local Indigenous community, artists, and management.

Throughout my fieldwork, | sought to learn whether the stories attached to photographs, as
exemplified in Chapter 4, remained or were there Adnyamathanha practices, perceptions and
cultural values that underlay the viewing, sharing and interpretation of the photographs. |
found that when | was showing photographs to the Elders, they would often gather younger
family members to look at photographs whilst they explained relationships and locations

detailed in the photographs.

Fieldwork method: Interviews with Elders

Discussion related to the restriction of access to photographs that are of secret-sacred objects

is complex. Aboriginal and archival cultural protocols about the restriction of Mountford’s
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photographs have changed since they were created and archived. Such changes within the
archives include how archival photographs have been digitised, catalogued, repatriated,
stored, and shown. Before | shared the photographs, | found and removed ‘secret-sacred’
photographs. | showed all remaining photographs to respected male and female Aboriginal
community Elders separately to confirm which photographs should be restricted. | then
removed the restricted photographs from the sample before showing the rest of the
photographs to other participating members of the community. | consulted with, sought, and
gained the endorsement of the Adnyamathanha Traditional Lands Association (ATLA)
Chairperson and Board, the Chairperson and Board of the Nipapanha Community Council,
and the Chair of Iga Warta Aboriginal Community. Finally, at the ATLA Annual General
Meeting, | consulted the broader Adnyamathanha community members about whether these
photographs were suitable to show to outsiders and within any written publications or theses.
The Annual ATLA General Meeting consented to and endorsed this project. | then began

photo-elicitation via interviews.

| interviewed Adnyamathanha Elders in Nipapanha, Port Augusta, Iga Warta,*® Copley,
Whyalla, Hawker, Quorn and Port Pirie. Figure 4, below, locates the region within South

Australia. | spent several weeks based in Nipapanha conducting several field trips.*°
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3 |ga Warta is an Adnyamathanha-owned and operated cultural tourism centre with a small interpretive
centre, camp kitchen, pool, shop, cabins, and bush camping amenities. It is a 10-minute drive from Nipapanha.
40 A schedule of interviews conducted during field trips and demographic information about the interview
collaborators is in

Table 19 in Appendix 3.
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Figure 4. Map of the location of many communities visited during fieldwork (Parker et al.
2005)

| aimed to interview appropriately appointed Adnyamathanha Elders and other community
members to gain views, feelings, and voices from a broad cross-section of the community. |
interviewed Aboriginal and non-Indigenous people descended from or identifying with the
Adnyamathanha people in the Flinders Ranges, Adelaide and Gammon Ranges who were in
the photographs. | conducted interviews to learn who was in the photographs that had been
selected for this fieldwork and to explore how people use and respond to photographs for
educational, legal, cultural, and private purposes. To conduct these interviews, | first had to
identify appropriate people to work with. This proved difficult as Adnyamathanha people,
including Elders, often travel to various places throughout South Australia, so not everyone

in the photographs was easy to identify or find.

I, therefore, had to enlist the support of Adnyamathanha and other Aboriginal community
centres to source the contact details for many Adnyamathanha community Elders. To find
and contact research collaborators, | collaborated with established community centres such
as the ATLA, Nipapanha Community Council, /ga Warta Board, and employees and volunteers
of Aboriginal-focused community health programs. | then sourced contact details from
publicly available contact information such as the ATLA members' register and the Office for
the Register of Indigenous Corporations (Native Title Research Unit 2014) website. This
research and later discussions with various collaborators throughout the fieldwork meant
that | was successful in finding various contacts and identities | was looking for, and their

voices are documented throughout this thesis.

Interviews were one-on-one or up to a maximum of three people as a small group to converse
with and to engage in photo-elicitation to answer research questions.** Upon conducting
fieldwork, | found that as interviews took place in collaborators’ homes and we had pre-
existing relationships, these interviews needed less formality and structure than the question
list implies. | used an audio recording device to record interviews for transcription. | also used
a video recording device to discern which photographs the collaborator was commenting on

at any given time. Collaborators were fully informed, and | openly completed the recordings.

41 A selection of initial interview questions is outlined in Appendix 2.
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Some people were uncomfortable about the video camera showing their faces but were
happy to allow me to video record the photographs from above (without their faces shown)

while they were holding the photograph and talking about it.

| did not overly orchestrate my interviews or advise Elders on how to respond to viewing the
photograph, preferring a less formal and natural interview technique. | did not preselect
photographs but allowed all interviewees to see all the photographs | used. | did not pre-
determine the interview process to allow collaborators to frame their life experiences on their
terms. Ethnographers, ‘unlike experimenters ... generally do not manipulate or create the
settings or situations in which responses to interventions are solicited, obtained, or measured’
(Le Compte & Schensul 1999: 10). In a less formal setting, and with no restrictions on

discussions, the outcome of the interviews supplied a rich source of data.

| used photo-elicitation throughout all interviews with Elders and workshops with young
people. Bell (2008), McLean and Jorgensen (2017) and Curry (1986: 204) use photo-elicitation
as a method for research within anthropology. Curry (1986: 204) defines photo-elicitation as
‘a technique of interviewing in which photographs are used to stimulate and guide a
discussion between the interviewer and the respondent’. During interviews, | asked
collaborators to discuss photographs | had sourced from SLSA and Umeewarra Media. They
were able to select photographs that they wished to focus on. | did ask specific questions
related to the photographs. For example, | asked who was in the photographs and what were
they doing? | also asked collaborators how they ‘used’ old photographs such as these, what
they did with them, how they felt about them, and how they would like to use them. Many
of the older persons interviewed had seen some but not all the photographs previously, in
displays at Nipapanha School or Port Augusta in the 1980s or through the work of Aboriginal
Heritage Rangers during the 1980s and 1990s. However, they appreciated the opportunity to
revisit and share them with family members. Most interviews were of two to four hours

duration.

The term ‘used’ might be understood as a very non-academic generalist word. However, this
vague word gave me scope to work through Adnyamathanha concepts of these photographs

throughout this thesis. The word ‘used’ in the context of my research generated different
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responses from my collaborators.*?

Ways those collaborators reacted to photographs varied based on whether they had already
had copies of these photographs from previous repatriations of these photographs and their
resultant distribution. However, outcomes varied depending on who | was talking to and who
and what was in the photograph. For example, outcomes such as finding families, re-
establishing family links, historical positioning, and storytelling were all outcomes of my

research that | discuss throughout this thesis.

Additionally, when | was about to leave, collaborators often asked for copies of photographs
that interested them and would give me copies of photographs of my deceased direct family
members (for example, Ngarlaami Gladys gave me a copy of a photograph of my deceased
father). This highlighted my situatedness within the Adnyamathanha community, the
importance of photographs in connecting with family and their value encapsulated in gift

exchanges.

| could explore Adnyamathanha histories within Adnyamathanha frameworks by
incorporating museum artefacts with photographs. After my project conceptualisation, |
discovered that Tunbridge (1991a: 12) had briefly hinted at this method as a way forward in
research with Adnyamathanha. Tunbridge (1991a: 12) argues that her use of museum
artefacts to elicit Adnyamathanha histories had some weaknesses and acknowledges the
limitations of using mammal skins to elicit Adnyamathanha knowledge. She found that the
‘displays of the skins evoked a mixed response’ by Adnyamathanha people as the ‘study skins’
from SAM are static and ‘are not lifelike in terms of shape’ and are ‘somewhat elongated’.
She, however, recognises that the skins are ‘nevertheless the skins of the actual mammal’ and

that ‘skins had the advantage of being mostly of the right colour and texture’.

Tunbridge (1991a: 12) also acknowledges the limitations of only using photographs to elicit
Adnyamathanha knowledge. She argues that ‘one of the reasons we had wanted to show
specimens at all was that people did not relate easily to pictures of mammals. Size, colour,
and shape are not always apparent in photographs or sketches. Unlike living animals, both

study skins and photographs were ‘static’. Nevertheless, a combination of photographs and

42 Further definition of ‘used’ is provided in ‘Fieldwork method: Interviews with Elders’ in Chapter 1.
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skins ‘helped in some cases, and | would recommend... setting up ... this kind of research’

(Tunbridge 1992: 12).

| extended Tunbridge’s (1991a: 12) mammal research methodology by incorporating artefacts
and photographs. Tunbridge’s (1991a: 12) comments did not directly influence my decision
to complete a photo-elicitation and exhibition combined to access Adnyamathanha
knowledge, as | only discovered her paragraph upon completing my research. It is crucial,
however, to recognise her work as an influential precursor to this work in the Adnyamathanha

community.

| wrote my field notes on paper during interviews with collaborators, as many Elders were
nervous around computers. Unfortunately, simultaneously writing field notes and holding my
camera was often challenging. |, therefore, wrote my field notes on my computer at night.
My notes were fieldwork observations reorganised into a more logical order, including
reconstructing genealogies about the people in the photographs and personal reflections on

the information | was gathering.

My key collaborators were Adnyamathanha Elders, who knew about the photographs and the
history of the community and people. Everyone in the field was incredibly kind and
accommodating to me. All my collaborators expressed interest in my studies and were happy
to be interviewed. Without exception, all collaborators said that | had to talk to the Elders
first before | could talk to the younger Adnyamathanha community members. This is
consistent with the value placed on Elders within Adnyamathanha culture. As a younger
Adnyamathanha person, | first had to interview the Elders to gain their permission to talk to

younger Adnyamathanha people.

| found significant interest in my first fieldwork amongst younger Adnyamathanha people in
larger towns such as Port Augusta. People were interested in discovering and naming their
ancestors and tracing relationships with other young people who may be known to them but
previously unknown as relatives. The young people were fascinated to discover the links to

common ancestors and hear stories about them, their locations, and their life experiences.

| did not interview non-Adnyamathanha people who were not engaged with the
Adnyamathanha community (such as the collection managers or archivists working on these
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collections) as this research was explicitly about Adnyamathanha people and photography.

This is also specifically about an Adnyamathanha rather than a pan-Aboriginal view.*3
Schools Workshops

In response to the concerns expressed by many Elders regarding the lack of understanding of
relationships and history amongst the youth, and partly to reciprocate the generosity shown
to me by the Elders, | conducted a series of workshops in schools with over five hundred
young people. The school workshops produced approximately five hundred works in response
to the photographs by the, mostly Adnyamathanha, children. In the Schools’ Workshops, |
showed photographs of Adnyamathanha people from the archives to Adnyamathanha and
other Aboriginal and non-Aboriginal children and asked them to discuss and create artworks

based on the photographs.

These workshops provided insights into the relationship with and perceptions of the
photographs amongst young Adnyamathanha. The photographs and the interpretative
responses to the photographs enabled the collection of interpretative responses from four
adult Adnyamathanha artists, eight teacher/Aboriginal Education Officers, and 410 responses
from younger people to the photographs. The workshops with youth presented a unique
opportunity to expand our knowledge from Elders' voices to include those of Adnyamathanha

youth.

| included a small selection of the artworks from the Schools’ Workshops in the Exhibition.
The schools that took part included Flinders View Primary School (FVPS), Port Augusta
Secondary School (PASS), Port Augusta West Primary School (PAWPS), Quorn Area School
(QAS), Carlton Primary School (CPS), Willsden Primary School (WPS), Seymour College (SC),
and Leigh Creek Area School (LCAS).** Haagan (1994: vii) argues that a 1985 survey of items
derived from Aboriginal and Torres Strait Islander peoples in the collections of major
Australian museums highlighted the ‘dearth of items associated with the lives of children’
Haagan (1994: vii) also argues that some early collectors incorrectly believed that ‘Aboriginal

and Torres Strait Islander children did not have toys or play games’. He also notes that many

| further discuss the justification for the specific focus on Adnyamathanha rather than a pan-Aboriginal view
in Reflections of Muda in Artistic Practices in Chapter 3.
4 Dates and details of fieldwork research in participating schools is in Table 18 and Table 19 in Appendix 1.
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‘enlightened museum professionals’ are now ‘remediating this imbalance’.

My school workshops enabled a close reading of the paintings and photographs. Many
children participated in the workshops. However, most of the students involved were
Adnyamathanha.?> This enables reading in terms of Adnyamathanha concepts and analysis of
the role that ethnicity, especially Adnyamathanha, played a part in what students depicted in
their paintings. The children’s responses were insightful in that they showed that stories and
identity-building remain a feature of Adnyamathanha family life. Their photographic
responses are commentaries that include text. Text and art were produced within the schools’
workshops as the mixed-media approach gave the students more freedom to express what

they wanted to say.*®
Anonymity and authorship: Naming Adnyamathanha Elders

Early anthropology tried to ‘erase or silence original Indigenous sources of anthropological
“data”’ through the ‘appropriation of Indigenous cultural property, knowledge systems, and
storytelling” (Emberley 2022: 2). Mountford’s (1944b: n. p.) journals show Adnyamathanha
people’s desire for named authorship within research. Mountford’s practice of attributing
authorship in his fieldwork journals may have set a trend in which Adnyamathanha prefer
authorship over anonymity. Nevertheless, noting authorship may also have come from

specific requests by Adnyamathanha people.

My analysis of Mountford’s primary data showed that he worked intensively with specific
Adnyamathanha people, such as Vurlkanha Vapi Albert Wilton and attributed their objects
(now known as artefacts) to them. An example of Adnyamathanha and Barngarla respect for
custodianship of specific knowledge and sites can be found in Mountford’s (1944b: n. p.)
fieldwork diaries when he outlined the need to travel to Parachilna to gain more details of the
Pukartu Ochre Muda from my great grandfather Jarieya Percy Richards as the only man who

could provide this information. Mountford noted that his endeavours to gain that knowledge

4 An outline of student demographics is in Table 23 and Table 24 in Appendix 5.

46 | discuss outcomes of school workshops throughout the thesis, especially in Chapter 5 in ‘Muda as social
relationships’ and Chapter 6 in ‘A critique of women’s characteristics and contributions in the Mountford
Photographs’. Raw data and statistics used in the arguments about gender and relationality in school
workshops which | use in Chapter 5 and Chapter 6, can be found in ‘Table 24. Frequency of gender of students
who created paintings’ in Appendix 5.
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from other men had been refused as the details needed to come from the person who was

the custodian of that knowledge.

Mountford also predominantly featured the Adnyamathanha people he worked with in his
photographs. For example, fifty-four out of 591 known non-restricted photographs, as shown
in the SLSA database (which | reviewed in 2014), were of Vurlkanha Vapi Albert Wilton. As
Mountford did not publish his work with the Adnyamathanha, | do not know whether he

would have continued this attention to authorship within any published works.

Comparison of Mountford’s (1947, 1948b, 1954, 1956) Arnhem Land archives and his
resultant publications, in Rebecca Richards (2010) and Rebecca Richards (2011), shows that
Mountford was careful at times to attribute authorship to specific people in his archives, but
not in his publications. Thomas and Neale (2011: 423), Thomas (1970: 20), and May (2011:
171) also support this assertion. | am therefore unable to determine whether Mountford
intended to continue or to dispute this trend within anthropology within the Adnyamathanha
collections, which was a part of anthropology’s negation of Indigenous authorship at the time

(Emberley 2022: 1).

Historical and linguistic research conducted in the 1980s by Brock (1985) and Tunbridge
(1988b: vi) with Adnyamathanha also show Adnyamathanha people’s desire for named
authorship and custodianship within research. Brock (1985: 69) records that, unlike
conventional research traditions within oral history and linguistics at the time of their writing,
the Adnyamathanha people with whom they worked during their research were adamant that
their real names be used and that their contributions were attributed to them specifically
throughout their published works. For example, Tunbridge (1988b: vi) cites Artuapi Annie
McKenzie throughout her publications as informants and custodians of the information they
provided her. How she collaborated with Adnyamathanha people was instrumental in my
choice to conduct anthropological research to ensure that | acknowledged Elders as authors
and knowledge keepers. Nunga Noel Wilton (2023) said when checking statements attributed
to him in my thesis that he was glad | acknowledged that he had told me these things and that
| included my Adnyamathanha relationship with him by calling him Nunga on each occasion.
He noted with appreciation that | similarly correctly acknowledged other Adnyamathanha,

expressing concern that this often did not happen when Yura shared knowledge.

56



The collaboration between Nunga C Coulthard and Hamm et al. (2016), as discussed in the
Introduction above, shows how Adnyamathanha people’s focus on named researchers has
become even more prominent in collaborations and shared authorship of papers in
archaeology. Attributing Indigenous authorship is part of a broader movement towards
recognising Indigenous scholars, Elders and knowledge keepers within Australia and other
settler societies. Indigenous peoples initiated this movement by reclaiming our voices
through creative and reinterpretative work from the 1990s onwards (Emberley 2022: 2). A
large part of this reclamation was the creative reinterpretation of Indigenous archives and

histories.

Archival fieldwork

This section outlines the archival sources | accessed during fieldwork. | briefly discuss the
Mountford collections as | cover this in detail in Chapter 4. Mountford’s photographs of the
Adnyamathanha are scattered throughout a range of archives, including the SLSA, which
houses the Mountford-Sheard Collection, the NLA, as well as repositories overseas such as
the Smithsonian Institution National Museum of Natural History (2014) ethnology and
archaeology collections. It is difficult to find out how many photographs Mountford took of
the Adnyamathanha, specifically creating difficulties for this fieldwork, but also more

generally for Adnyamathanha in accessing his works.

In addition to the Mountford photographs, | interviewed Ngarlaami Rene (Irene) Mohamed
née Coulthard (2018 pers comm.). She is an Adnyamathanha woman and Elder. Ngarlaami
Rene is the photographer who took many of the photographs in the collections at Umeewarra
Media that the SLSA has also archived. Ngarlaami Rene’s photographs offer an alternative
perspective in documenting the history of Adnyamathanha, though taken historically later.
During the interview, she discussed how and why she took many of her photographs and who
was in many of them. She said she ‘enjoyed taking photographs’ and wished she still had the
box brownie camera used for her early photographs. Many of these were of weddings in the
Nipapanha chapel, and she spoke fondly of these events and the people in the photographs.
These photographs differed from Mountford’s in that they were about the relationships

between people and taken for their enjoyment rather than a representation of
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Adnyamathanha (and therefore Aboriginal) people for an outside Udnyu audience.*’

Community members and academics alike cannot access the United Aborigines’ Mission
(UAM) archives as they have restricted archival access. The Australian Institute of Aboriginal
and Torres Strait Islander Studies (2021: n. p.) website notes that the UAM does not officially
exist anymore, and their records are held privately and not by a major church organisation.

On the Find and Connect website, McCarthy (2022: n. p.) notes that:

Former residents of institutions run by UAM have advised the Find and
Connect web resource that since the end of 2018, it has not been possible
to access UAM records...Research and consultation by the Find and Connect
web resource team and other stakeholders has been unable to establish the
current whereabouts of the records, which were last known to be in
Victoria... This is a distressing situation for former residents of UAM

institutions and their family members.

Access is rumoured to be restricted due, in part, to ongoing legal action by members of the
Stolen Generations and fears that the records may be used in compensation claims for
institutional child abuse, given the final report and extensive media coverage of the recent

Royal Commission into Institutional Child Abuse (2017). Koch (2020: 655) argues that due to:

The National Inquiry into the Separation of Aboriginal and Torres Strait
Islander Children from Their Families ..., the rise of the land rights movement,
the History Wars ..and the recognition of moral rights through the
Copyright Act ... The status of many items has changed from items of
historical interest to legal documents that can be tendered as evidence

before Royal Commissions and... the Federal Court.

| accessed some of the Adnyamathanha photographs from the UAM missionaries in the
Flinders Ranges held at Umeewarra Media (in Port Augusta) and at SLSA. These photographs

were important to me and were found during my fieldwork in the Adnyamathanha

47 This finding mirrors assessments of Horace Poolaw’s work on photographing his own US First Nations
community, as discussed in Mithlo’s (2014 ) exhibition and accompanying exhibition catalogue.
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community and archives in Canberra.

The Chairperson of ATLA at the time, Nunga (older brother) Vincent Coulthard, granted me
access to the UAM photographs held at Umeewarra Media for this project. Artuapi Faith
Thomas’ (1988; 2007) collection of UAM photographs and Umeewarra Media’s collection of
UAM photographs are also important. During my interviews with Artuapi Faith, she showed
me her extensive UAM Archives collection housed in a small spare room of her home. Filing
cabinets filled the room. In them, she stored her photographs and other archival records of
her time at the UAM and those of her nursing and sporting careers. Artuapi Faith’s Thomas
(2007) photographic and archival collection showing her early life at the Colebrook Home is

currently held at SLSA and seen in Colebrook Home Oral Histories archived by York (2002).

| also photographed the Iga Warta Library and museum display at the /ga Warta Cultural
Centre. This showed how Adnyamathanha people were using the Mountford photographs to
create representations of ourselves for other Adnyamathanha people and outsiders long

III

before | “returned” photographs to the Adnyamathanha community. | put “returned” in
guotation marks because, as shown in the discussion of the return of Mountford’s
photographs in Chapter 2, museums, archives, and Aboriginal people have returned some of
these photographs to different Adnyamathanha people at various times throughout the last

three decades.

To investigate further, | travelled to Canberra and accessed the United Aborigines’ Mission
(1933) reports and Colebrook Home Oral Histories archived by York (2002). | also
supplemented archival work focusing on the Adnyamathanha photography gathered by the
UAM and Mountford-Sheard Collections, with other smaller archival sources about
Adnyamathanha history and culture. Specifically, the Australian Institute of Aboriginal and
Torres Strait Islander Studies (AIATSIS) houses a vast collection of Adnyamathanha materials
not currently accessible from South Australia.*® Further fieldwork investigations also included

NLA collections about the Flinders Ranges relevant to my research project, including the

“8 This includes Tunbridge (1990), Schebeck and Coulthard (1986), Jacobs (1988), and White's (1995) field
notes, photographs, and recordings. This also includes linguistic research, field notes, photographs, and
recordings by Austin found in Austin (1975), Austin, Ellis and Hercus (1976), and Austin, Hercus and Jones
(1988), and by Hercus found in Hercus (1989), Hercus (2006), Hercus and White (1973), and, Ellis, Ellis and
Hercus (1966).

59



Cazneaux (1937) photographs and RM Williams letters and manuscripts to Donald Crick
(1955). | used this range of archival research and sources of photographs to take some of
these photographs back to community as the basis for the photo-elicitation interviews |

conducted to understand the Adnyamathanha responses to this material.

Conclusion

In this chapter, | have focused on my fieldwork through the concept of positionality,
particularly how | am positioned as Adnyamathanha, as female, and as an anthropological
scholar and museum employee. My position is complex and cannot be easily subsumed under
labels such as insider or outsider. At times, my position gave me greater access and
understanding, while at other times, it was challenging. | also discussed how my fieldwork
focused on anthropological photography, specifically using Mountford’s photography in
various locations in the Flinders Ranges, as well as other archival sources of photographs.
Institutions have sometimes previously returned photographs to their Indigenous
communities. Many of these communities have already discussed and viewed displays of
these photographs, and | am interested in learning the effects, politics, and uses of their
repatriation. My fieldwork was another occasion for repatriation of photographs and the
conduct of photo-elicitation to understand the responses to and uses of these photograph:s.

| discuss Mountford’s photography within archives and museums in the following chapter.
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Chapter 2. Mountford’s  Aboriginal photographs:
archival collections and the challenges of ownership,
accessibility, and repatriation

| needed to obtain a complete account of Mountford’s photographs from the Flinders Ranges
to conduct meaningful research. SLSA and SAM claim that the movements of photographs
within and through the archives invoked a ‘privacy issue’. Finding the exact meaning
contained within this assertion of privacy has been problematic. As | was unsuccessful in
finding a complete list of the objects and photographs that Mountford collected, it was
necessary to construct an account of the photographs entirely from the Adnyamathanha

community and other sources.

It is unclear how Mountford disbursed Aboriginal artworks and material collected during his
university and museum expeditions. This made it challenging to learn the scale of his
photographic collections of Adnyamathanha. Collections of which | am aware and that were
accessible included artworks and material in NLA, AIATSIS, NMA (via the Australian Institute

of Anatomy), NMNH in Washington DC, and the SLSA.

The Exhibition consultation processes were crucial in tracing movement within and outside
the archives from an Adnyamathanha perspective. My interviews with community members
are the only known accounts that contextualise the lives of the Adnyamathanha in the
Mountford photographs outside the archives. During interviews, | received information from
Adnyamathanha community members about the history of the archive that was not written
into the archive itself. Adnyamathanha people’s auditing of SLSA and SAM’s Adnyamathanha
photographic archives in the past have changed how archives have understood the

cataloguing and categorisations of these photographs.

This chapter outlines the nexus between archives, Mountford, and the Adnyamathanha
community. Firstly, | discuss the concept of object biographies, which scholars have used to
understand the history of objects, including photographs, from their creator to how they have
been stored and moved between archives. | question the value of this concept given how
Adnyamathanha understand photographs. Secondly, | outline the relationship between the

Mountford photographs and salvage anthropology to document the history of their
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production. | show how the photographs have seen movement and how archives and the
community have exchanged and disseminated these photographs prior to my research
project through historical tracing provided by the etic framework of ‘object’ biographies. This
raises issues of ownership of photographs and accessibility for community members but also

the deeper issues involved for Adnyamathanha regarding photographs as ‘objects’ of study.

| discuss how Mountford’s Adnyamathanha photographs have moved and changed in
different spaces within various archives and museums. These movements include changes
across time and space to digital cataloguing and repatriation, physical storage, photo
repatriation, and exhibitions of these photographs. These movements create an environment
that has influenced different meanings within Adnyamathanha society and the dominant
society where the photographs are held. Vogel (1993) argues that objects stored or displayed
in a museum provide different experiences from objects stored in an archive. The
interpretation of the object in the archive creates new meanings for the object, as | show

throughout this thesis.
Object Biographies

One of the ways that photographs have been conceptualised and understood is through
object biographies. Object biographies are an anthropological method that can document the
movement of photographs for various purposes. As shown in Appadurai (1988: 4), object
biographies may function to conduct ‘in-depth analyses of objects’ or collections of objects
over time. Peers (2010) shows that object biographies illuminate how photographs are
catalogued, analysed and used within institutions over time. Object biographies may function
to create stories of the various classifications of an object to explore the relationship between
objects and people. Kopytoff (1986: 90) shows how object biographies map an ‘uncertain
world of categories whose importance alters with every minor change in context’. Banks and
Vokes (2010: 339) and Morton and Edwards (2009: 10) also show how object biographies can
be used to explore relationships between the object and the photograph. This creates a tool
in which, as Vokes (2013: 83) argues, anthropologists can trace and then analyse the path of
‘anthropologically analysed photography’ within a museum context. Feldman (2006) extends
the definition of object biographies as a framework in which anthropologists analyse
Indigenous source communities’ responses to ethnographic objects, including photography.
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Object biographies may, however, function as a justification for holding photographs in
archives in three ways. Firstly, Kopytoff (1986: 90) argues that object biographies may
highlight the capabilities of archives to ‘generate new understandings’. Secondly, Edwards
(2004: 48) argues that the object biography may privilege the museum object’s ‘institutional
histories’ over other histories. Thirdly, uncertainties in photography’s valuation and identity
may cause archives to have ‘dynamic social lives’ (Kopytoff 1986: 90), which can be a catalyst

for rethinking the materiality of collections.

Object biographies emerged to understand how objects circulated — it is a tracing method; it
is an etic framework of following the thing, allowing one to see where and when something
moves. In analysing the object in context, object biographies often focus on the museum
object’s institutional histories, such as in Edwards and Hart (2004: 48), and the object's
function in the museum itself, such as in Peers (2010: 291). Some academics see elucidation
of provenance records that show photographs were taken and the agency or otherwise of the
subject in what could have been an unequal process as providing added justification for their
return. Conversely, the object biography allows archives to argue for the importance of
keeping ‘objects’ that their institutional histories make valuable. A ‘reverse process’ or writing
the history of a photograph may be a way to create more equal object biographies; however,
this can never be done without solid community input from the beginning of any

conceptualisation of the ‘object’ itself.

Peers (2017; 2017) outlines the museum processes, cultures, and rituals in which repatriation
often takes place. Peers (2010: 291) recognises that analyses of the cultures of museum
repatriation processes do not necessarily reflect these processes from Indigenous
perspectives as they are ‘strands which refuse to be braided’ (Peers 2016: 75). Peers (2016:
91) argues that Indigenous objects continue to acquire ‘layers of meaning along with each
stage in their histories’ that consist of parallel histories/ experiences of ‘Indigenous and

dominant societies’ which can often ‘form barriers to creating new relations’.*®

Anthropologists can unintentionally foster further colonisation of Indigenous cultures and

concepts by applying these museum concepts retrospectively to Indigenous cultures by the

4 peers (2016: 91) posits that these layers may ‘be brought together’ in the consultation process.
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repatriation of a ‘museum object’ (and all the conceptualisations and transformations
inherent in that concept) and in tracing it back unreflexively as a singular individualistic item.
Contemporary Indigenous responses to objects do not necessarily align with museum and
anthropological accounts of objects. Anderson (1990: 70) sums up this dilemma of conflicting
pressures. Anderson (1990: 70) advocates a disavowal of the ‘very basis of museology— the
primacy of the object’ and a reassessment of an oft-assumed ‘dichotomy between Aborigines
as an amorphous, homogeneous group on one side and museums as white monolithic
institutions on the other’ is required to begin to understand and address the ‘relationship

between Aboriginal groups, museums, and the market/public’.

Hicks (2020: 33) speaks of other foci that could have seen anthropological and museum
attention, advancing ‘Weber’s account of booty capitalism, or Marx’s description of primitive
accumulation—not to mention the many other possible non-European intellectual points of

reference’. Hicks (2020: 32) furthers the argument for change:

Through the twin theories of object biographies and relational
entanglement, the Durkheimian emphasis of both theories upon the role of
objects in the construction and maintenance of social relationships...)
conditioned and facilitated ongoing silences about colonial violence and
qguestions of cultural restitution, while allowing for the persistence of

increasingly ingrained historical narratives. (Hicks 2020: 33)

Hicks (2020: 33) discusses theft that was the basis of much object accumulation as it

was a:

negative act. It does not require us to trot out some upbeat, or
dispassionate, or supposedly neutral life history or to reduce the museum
to the venue for some ‘power-charged set of exchanges, of push pull’, but
to find a way of telling and untelling the past losses and deaths that are the
primary layer, the very foundations, the deepest parts of these institutions.

(Hicks 2020: 33)
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In addition, Hicks (2020: 35) advances a vital role for anthropological institutions ‘to resist the
position of entanglement and biography’, ‘to change the stories we tell ourselves and to take

action to support communities of the Global South’.

The case for anthropologists using objects not merely as vehicles to think ‘back into history
and its crimes’(Hicks 2020: 36) but as impetus to take action today and tomorrow is
compelling. With Hicks, | advocate the creation of a ‘space of appearance’ (Arendt 1958: 180)
where curatorial authority is actively diminished. In a truly universal museum, Aboriginal

expert knowledge of collections is ‘opened up to the world’ (Hicks 2020: 36).

Wall Kimmerer (2013: 60), a First Nations American botanist, points to significant differences
in Indigenous perceptions of ‘objects’. Wall Kimmerer (2013: 60) explained that her discussion
of the animacy of plants and objects made one of her students question her, saying, ‘should
we call them like we do people? Isn’t that making them like people? And anthropomorphising
them?’ Kimmerer replied, ‘it is not only people who are living and have agency’; she argues
that calling someone an ‘it’ is a profound act of disrespect, reducing them to a thing. It is her
experience that indigenous people use the same words to talk about the living world as our

family, as they are our family. Kimmerer asserts that English does not:

give us many tools for incorporating respect for animacy. In English, you are
either a human or a thing. Our grammar boxes us in by... reducing a non-
human being to an it, or it must be gendered inappropriately as a he or she.

(Wall Kimmerer 2013: 60)

Adnyamathanha pronouns similarly do not accommodate either gendering *° or
objectification®!. This is significant in terms of an Indigenous worldview. He/she/it are all
either valu or vanha, depending on agency. His/hers/its are all Vardnundyaru (now often

abbreviated to varndyuru).

However, despite this, anthropological research using object biographies in conjunction with
traditional art historical analyses has shown some interesting results. Photography can be a

vehicle for nostalgia (Sontag 2001: 24), alienation (Sontag 1977: 174), and surveillance

50 See Chapter 5.
51 See Chapter 7.
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(Green, D 1985; Sekula 1992; Smith, BR 1960). Sekula (1992) also shows that photographs are
vestiges of a discourse, which illustrates how post-colonial institutions control current
representations. Thomas, Losche and Newell (1999: 3), however, warn that characterising
photography only from the photographers’ viewpoint, a process which they argue is
exemplified by Smith (1960), often ‘implicate[s] visual media in imperialism by uncritically
interpreting visual representations as if they were tools of surveillance’ (Thomas, N, Losche &

Newell 1999: 3).

Uncritical object biographies often find that each transfer of an object results in further
accrual of information on the object. This may be true from a Udnyu point of view rather than
an Indigenous meaning. This view does not consider the violence of dispossession and
categorisation of the object. Even if object meanings are additive, museum and archival
processes are ‘rarely permanent, stable or cumulative’ (Morton 2012: 9) and would therefore
struggle to record, store and display multiple meanings. The concept of object biographies,
as outlined above,>? does not sit comfortably with Adnyamathanha concepts because within
Adnyamathanha society, the photograph is not just an object. For Adnyamathanha, the

concept of spirit, personhood and the photograph are intertwined (see Chapter 7).

Other methods of analysis should also be considered. Written ethnographies use rhetoric to
create poetic, mediated and political representations of ‘the Other’ (Clifford & Marcus 1986).
Nevertheless, photography may be less subject to the ‘vagaries of mediation’ than the written
ethnography (Lydon 2010a). Object biographies can be beneficial if carefully used in limited
contexts. | use object biography throughout this thesis in a focused way, including creating an
in-depth analysis of the function of the photograph after it was placed in the museum,
contextualising what is depicted in photographs and analysing how Aboriginal people now

use these photographs, in part, to assert our identities.

The exchange of photographs, specifically the determination of who can and cannot have
different photographs of different people, re-assert and reinforce relationships with the

people in the photographs and within the Adnyamathanha community more generally. How

52 The concept of object itineraries may be a concept that addresses some of the weaknesses of the object
biography. However, this is beyond the scope of this thesis as this may be too like the object biography and,
therefore, is not a way in which Adnyamathanha concepts of these photographs can be readily extrapolated.
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photographs are used, seen, and interacted with show the difference between Udnyu and

Adnyamathanha understandings of these photographs.

| had to readjust my original fieldwork method as the overuse of object biographies may
obscure Adnyamathanha understandings of photographs. Specific in-depth knowledge of the
photography needed in my original formulation of the doctorate was difficult to collect as
many of the collaborators are elderly. This limited the oral histories | could collect. As the
photographs came from the 1930s and 1940s, those featured in the Mountford photographs
were personally unknown to the collaborators with very few truly elderly people extant in the
community. Many collaborators have a limited concentration span and wish to view the
photographs and discuss who is in the photographs and their relationships to each other and
to themselves as viewers, rather than responding to them or producing stories about those
photographed. On special occasions, however, stories did flow, as with Ubmarli Vapi Robert
Wilton and his stories of his grandfather Albert Wilton. An object biography would not

encapsulate these varied responses to the photograph.

| therefore use the broader term of biography rather than object biography (as in people
biographies, not object biographies) for various reasons, including issues of the spirit in the
photograph as discussed in Chapter 7. In doing so, this method encompasses not only the
biographies of the collectors but also Adnyamathanha families, by including the lives of the
photographs’ apprehender (the audience or family of the person in the photo) to whom it has
become a part of their biography. This provides a richer way to discuss the differences
between my theoretical approach, and the nuances of Adnyamathanha selfhood.

Biographies, as they involve living people and histories, are never fully complete.
Mountford and salvage anthropology

In recognition of the significance of the Mountford-Sheard Collection, it has been inscribed
on the UNESCO (2015) Australian Memory of the World Register. The collection inscription

notes that:

Material produced by Mountford, particularly his photography, is significant
because it is both respectful and empathetic to the Aboriginal people ...

Mountford endeavoured to create an awareness of, and respect for,
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Aboriginal culture which was absent from mainstream Australia at that time.
The details with which he recorded artistic, religious, and ceremonial life is

of ongoing importance to the spiritual life of these communities.

This assertion simplifies Mountford’s depictions and relationship with Adnyamathanha
Aboriginal people as displayed in the Mountford Adnyamathanha photographs and
collections. Mountford was very much a man of the time in which these photographs were
created. In this section, | show how he took his collections and photographs of
Adnyamathanha people within a salvage anthropology framework of analysis and not always

‘respectful’ or ‘empathetic’ towards Adnyamathanha people.

Mountford’s (1944b, 1948b) work exemplifies the common view that Udnyu societies
occupied the top rungs of the evolutionary ladder, continually changing, evolving, and
progressing towards an ever more advanced and enlightened state while their non-Western
objects of study, the ‘primitive people’, were timeless. | first discuss the context of this work
and then its applicability to Mountford’s photography in the Flinders Ranges in the final part

of this chapter.

Social Darwinism, as further outlined by Clifford (1988: 231), Tuhiwai-Smith (1999a: 61) and
Griffiths (1996: 24), led to a sense of urgency in recording and preserving Aboriginal Australian
material culture during the early to mid-twentieth century before the people that produced
them disappeared entirely or before they changed or were ‘contaminated’ by the influence

of colonising cultures.

A comparison of Mountford’s photographs with other relevant Adnyamathanha photographs
revealed differences between late nineteenth century, early twentieth century, and more
contemporary anthropological practice. Thomas (2011: 3) points out that Mountford’s
anthropological framework— couched within an older social Darwinian framework of
anthropology— was rapidly losing academic support. Thomas (2011: 2) further argues that
Mountford created his photography at the cusp of new museum approaches to anthropology.
Many anthropologists, such as Berndt (2009: 249), began viewing Mountford’s
anthropological approach as a reified nostalgic representation of pre-European contact

Indigenous people. Nevertheless, analysis of Mountford’s oeuvre revealed that he had
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changed and influenced others to change their approaches to Aboriginal art and ethnography.

Mountford initially discussed Aboriginal art ethnographically>® within his first fieldwork and
research within Adnyamathanha and other Central Australian and South Australian Aboriginal
groups— including the Adnyamathanha. However, he most influentially began discussing
Aboriginal Art as art in his later publications and exhibitions, focusing primarily on Arnhem
Land and other Northern Australian Aboriginal groups.>* Mountford’s latter perspectives
greatly influenced the art world’s understanding of Aboriginal art as art. Thomas (2006: 8)
asserts that ‘Mountford was responsible as much as Baldwin Spencer —and as much as early-
twentieth-century international avant-garde taste —for shifting the mindset of Australia’s art

museums’.

Trigger (1995: 141), and Murray and White (1981) examined the photographs of Baldwin
Spencer and Gillen (1966) and agree that until the 1950s, many researchers, such as Spencer
and Gillen (1966), worked under the assumption that the Aboriginal people they were
studying were unchanging people with ‘unchanging material cultures’ (Trigger 1995: 141).
Nevertheless, before the early 1940s, researchers such as Norman Tindale in Hale and Tindale
(1925) and McCarthy (1939: 80) questioned the belief that Australian Indigenous ‘culture’ was
singular and static before European colonisation. However, interest in cultural change and
regional variation did not significantly impact Australian archaeology until the advent of
radiocarbon dating in the late 1940s (McNeill 2020). Renfrew and Bahn (1996: 132)
demonstrate that radiocarbon dating showed, in an idiom authoritative to researchers, that

Indigenous societies were far more varied than previously assumed.

Unlike contemporary anthropologists, salvage anthropologists often used short-term

53 Mountford (1944a) was commissioned to write a short book on Albert Namatjira in which there was ‘clear
affirmation that Namatjira was painting the Haast Bluff topography created by his Emu and Honey Ant
ancestral beings’ (Thomas, D 2006: 8).

54 Firstly, Thomas (2006: 8) argues that: ‘In the 1930s and 1940s they were rudimentary publications on
Aboriginal Art’ and that it was only in the 1950s and 1960s that ‘handsome’ full-colour books were produced
‘for international distribution by mainstream publishing houses’. He states that the most notable example is
Mountford’s Australia: Aboriginal paintings, Arnhem Land. Secondly, Thomas (2006: 8) recounts that
Mountford ‘was the consultant to the Australian section of the MoMA’s (d'Harnoncourt 1946) exhibition on
Oceanic arts and their association with Impressionism and surrealism in Western Art. Thirdly, Mountford
distributed bark paintings collected on the American—Australian expedition to Arnhem Land to all the State
Galleries in Australia through which he was said to have ‘hoped these gifts would encourage them to start or
reactivate collecting programmes of their own’ (Thomas, D 2006: 8).
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interdisciplinary material-based fieldwork to collect and document Indigenous people and
practices to supposedly preserve cultures before they died out. Their collecting practices were
characterised by the accumulation of ‘objective’ data, including photographs and films,
without overt anthropological interpretation. Lee (2000) and Thompson and Parezo (1989:
44) argue that evolutionary theory ‘dominated’ most ethnographies, including Haddon’s
(1890, 1893, 1899a, 1901, 1912b) fieldwork and Haddon’s (1899b, 1912a) photography in the
Torres Straits, until the mid-twentieth century. Neale and Thomas (2011: 425) demonstrate
that Mountford still practised such fieldwork in Arnhem Land in the 1940s. This is also true of

Mountford’s work in the Flinders Ranges in the 1930s.

Within anthropology, collecting evidence, as Engelke (2008: 52) argues, is essential; however,
he argues that this evidence is rarely interrogated in detail. Bell (2017: 243) shows that
Haddon’s fieldwork in the Torres Straits is characteristic of ‘salvage anthropology’. Bell (2017:
243) argued that ‘materials classified as ethnographic, collected either directly or through a
network of intermediaries...helped give rise to the discipline’. This collection was facilitated
by correspondence, such as shown in Haddon’s (1890; 1898, 1899a, 1899b, 1901, 19123,
1912b) papers, between institutions and individuals, which was premised on ‘a salvage

paradigm’ (Bell, Joshua A. 2017: 243).

The scientific world thought Indigenous Australian societies represented the most primitive,
simple systems of social organisation.>® The ‘Great Chain of Being’ was one of many circular
assumptions underlying these interpretations.>® The theory of natural selection (Darwin

1871) eventually replaced the Great Chain of Being.

In the ‘context of colonialism’ (Griffiths 1996: 10), the theory of natural selection was
‘synonymous’ with the concept of ‘Social Darwinism’. This has consequences for Indigenous
people. Griffith (1996: 24) shows how late nineteenth and early twentieth-century academic

research viewed European societies as dynamic and therefore capable of being analysed

55 Layton (1997: 186) shows this.

56 May (2003: 7) shows that ‘Plato, Aristotle and later Plotinus developed the great chain of being’ (May 2003:
7) — a rank-ordering Eurocentric classificatory framework that influenced eighteenth-century European
Enlightenment. The great chain of being ‘asserted its own physical and intellectual superiority’ (May 2003: 7)
as the level of advancement or ranking of different peoples was measured by the presence of certain types of
objects (such as monuments, writing, the wheel) that were created or valued by Europeans. Lovejoy (2009)
discusses the ‘great chain of being’ in further detail.
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through formalist neoclassical economics, whereas non-Western primitive societies were
perceived to be static or degenerate and therefore to be analysed through the discipline of

anthropology, and, as extrapolated by Clifford (1988: 95), relegated to ‘natural’ history.

Tuhiwai-Smith (1999a: 25) argues that Social Darwinism, a meta-narrative developed in the
modernist climate, indirectly led to classification and, in turn, to oppression of cultures,
revealing the political nature of these social theories. Tuhiwai-Smith (1999b: 86) shows that
Social Darwinism defines Indigenous people as stuck in a ‘primitive stage of development’.
Tautologically, Europeans thought that as ‘nineteenth-century European society was the peak

or innovative of human evolution’, they alone had not stopped evolving.

The political rationality of modernist research both produced and legitimised colonialist
discourse. Broadly speaking, with colonisation’s destructive impact upon Indigenous societies
worldwide, Darwin’s (1871: 201) view that the ‘civilised races would replace the savage races’
soon started to become a self-fulfilling prophecy. The history of ethnographic practice in
anthropology is ‘inseparable from histories of colonialism— including racist assumptions and

exploitative interests’ (Pintchman 2009: 66).

Unlike anthropology in Sydney, early anthropology in Adelaide was dominated by a salvage
anthropology framework (Gray, G 2000; Gray, J 2012; Jones 2009). Salvage anthropology and
its conceptualisations of Aboriginal Australian people is important to understanding the
relationship between anthropology and Aboriginal people today. Philip (2004), and Herle and
Rouse (1998) argue that photography’s salvage anthropology framework shows the

problematic relationship between reconstruction and objectivity.

‘Photography helped to teach imperial geography to British schoolchildren and allowed the
British to hunt with the camera’ (Edwards 2000: 106), for big game, for mountains to climb,
and for human cultures and remains.>’ From its earliest days, photography was associated

with imperialism and the control of Indigenous peoples (Peterson 2003).

Salvage anthropology aimed at documenting people and cultures before they disappeared.

This made photography a significant method within salvage anthropology (Geismar 2006:

57 ‘Many research practices (such as the collection of skeletal remains for museum collections) in the early part
of the 20" century had little regard for the impact on Aboriginal Australians’ (van Holst Pellekaan 2012: 3).

71



529). This can also be applied to Mountford (1945: n. p.) as he claimed that he was motivated
to take photographs and collect Aboriginal objects as he considered that Aboriginal people

were ‘stone age people’ whose cultures were ‘soon-to-be-extinct’.

A romanticised view of Aboriginal Australians as noble savages who were dying out was
common within early anthropology (Ellingson 2001). Mountford's (1945: n. p.) research
application showed that he feared losing irreplaceable access to past and ancient cultures. He
also portrayed Aboriginal people as an ‘unchanging people with an unchanging art’ (ibid)
form. Mountford saw Arnhem Land Aboriginal art as an ‘iterative, unchanging form in which
artists were restricted to traditional motifs and a three or four-colour palette’ (Linden-Jones
2011: 40). This is manifested in the lack of photographs and stories collected on his
expeditions which demonstrate Aboriginal cultural adaptation such as was collected by Myers
(1986) of the Pintupi, or cross-cultural communication as noted by Thomas (1991) with Pacific
Islander people. Mountford positioned himself as someone who had ‘saved the art of the
Central Australian from extinction’ (Linden-Jones 2011: 40). Linden-Jones (2011: 40) argues
that this assertion ‘seems apocryphal, even arrogant’— as Aboriginal people are still here,

with living, changing cultures and communities and vibrant art economies.

To keep with his primitivist views, Mountford had to project a highly staged image of
Aboriginal people. ‘Projecting an image of Aboriginal people in keeping with Mountford’s
primitivist views required a certain amount of stage management in the costume department’
(Garde 2011: 410-411). Garde (2011: 410-411) recounts that whilst in Oenpelli in Arnhem
Land, Mountford insisted that in his videos, his anthropological informants take their trousers
off but still cover themselves with loin cloths. At one Arnhem Land ceremonial performance,
fellow expedition anthropologist Frederick McCarthy (1948: n. p.) recorded that ‘in the
beginning [of the ceremony] one man appeared in a pair of long pants and Monty made him
change into a Naga loincloth. He yelled out, "Take them off, I’'m paying for this”’, " confirming
Mountford’s bias for presenting his ‘primitive’ salvaging ideology. In Groote Eylandt, however,
the performers wore too little or no clothing during ceremonial performance, so Mountford
arranged for them to wear cotton loincloths that he had prepared and dyed with ink, thus
creating the illusion of nakedness while still satisfying the sensitivities of Udnyu audiences

(Harris, Joshua 2011).
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Mountford’s work in Arnhem Land has similarities to his work and photographs in the Flinders
Ranges. Mountford’s anthropological fiel[dwork with Adnyamathanha people occurred almost
exclusively within Nipapanha, which functioned to a considerable extent as a ‘dormitory
mission’ in which Elders and school-aged children resided, along with some of the working-
age population who would go there in times of seasonal lay-offs or underemployment on
stations. Mountford did not venture out to seek photographs from the surrounding stations,
another demonstration of his bias towards salvaging the traditional rather than portraying
the contemporary reality. Station work then, and now to a lesser extent, functioned as a
major pathway for younger Adnyamathanha people to relate to Country, but now often

articulated through National Parks, tourism, Indigenous Protected Areas®® and even mining.

Claims to objectivity and thereby authority, together with the act of collecting with minimal
interpretation, are reasons given by analysts, including Linden-Jones (2011: 40)to explain why
Aboriginal people may find salvage anthropological materials more valuable than those
collected by more theoretical and literature-based anthropologists. Re-reading from a
contemporary anthropological perspective may paradoxically compromise claims to
objectivity and thereby challenge the very authority that makes salvage anthropology
valuable to Aboriginal people. Below, | introduce several anthropological and common terms
related to archival practices, which tend to obscure rather than illuminate Adnyamathanha

understandings.
Ownership of photographs and archival practices

Differences between English and Adnyamathanha conceptualisations of spirit and
personhood underscore issues of representation and ownership of archives.>® Ownership is
significant in understanding archival practices and repatriation. In this section, | argue for a
perspective that views photographs in Adnyamathanha terms rather than solely as an
exhibition or post-colonial ‘representation’, a perspective that evokes and embodies

Adnyamathanha people and relationships.

Photographs, stories, and narrative structures are intimately connected. Michaels (1986)

58 Adnyamathanha instigated the first Indigenous Protected Area in Australia and the world in 1992 at
Nantawarrina (Braham 2007: 9).
59| discuss personhood further in Chapter 7.
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shows that how Indigenous Australians perceive and utilise photographs is greatly influenced
by Indigenous Australian understandings of ownership or custodianship of stories. Namely,
Michaels (1994) outlines how placing photographic archives online creates an illusion of
democratic and universal ownership. More broadly, Banks (2015: 36) points out that
‘ownership of the right to tell the stories influences how people perceive and utilise
photographs’ within many Indigenous communities. Anderson (2005: 4) argues that
intellectual property and copyright law stipulations that one individual or entity only can
legally hold a photograph is problematic for Indigenous Australian people as ‘in most cases,
Indigenous people are not the legal copyright owners of the material — and this means that
they have very little say in how the material is used and accessed’. This restricts the
photograph to notions of Udnyu individualism and capitalism. The owner may be the original
photographer, the institution that sponsored the expedition, or the institution that holds the
collection. Anderson (2005: 4) argues that greater access to and ‘control over cultural
material’ by Australian Indigenous people are beginning to challenge library, archival and
‘legal conceptions of authorship and ownership’ and of who the ‘public’ is. As Anderson (2005:
4) says, the ‘reinterpretation of archival material’ by historical subjects of colonial
documentation affects not only how the material ‘is understood’ but also to the ‘extent that
libraries and archives respond to Indigenous needs in terms of access, control, ownership,

and future use’.

People who are subjects of photography often sign a waiver to grant permission for their
likeness to be used. Ngami Rosalie Richards (2022 pers comm.) notes that within schools,
photographs of children must have parental permission, especially if they are used in any way
other than private viewing. Considering different variables, for instance, if the subject is
photographed in a public place such as a street as opposed to a particular function or home,
this may not be legally required. Within Australian law, lawyer Fernanda Dahlstrom (2022: n.
p.) asserts, ‘it is not an offence to photograph or video someone’ (including children) in public
places without permission ‘or to distribute or publish photos of someone without their

permission... provided the images are not obscene’.

Even digital repatriation, which Salmond (2012: 216) has shown is often presented as
returning control to Indigenous people, does not transfer ownership of the original

photograph but merely provides access to a digital or hardcopy. |, therefore, agree with Bell,
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Christen and Turin’s (2013: 195) argument that the legal ownership of the photograph should

be considered when analysing the photograph in context.

Many issues surround the ownership of Aboriginal photographs within archives, including the
photograph’s ability to be reproduced and the resulting issues of authenticity and control of
the duplication. As with the invention of the printing press, discussed by Benjamin (1968:
214), the reproducibility of photography makes the original even more important as the

quality of the digital copy is lessened for every copy of a copy created.

There are distinct differences between the ownership of photography and other objects held
within museums or archives. These institutions often need original non-photographic objects
for exhibitions as they are considered to be more culturally valuable due to the objects being
validated by a connoisseur or expert as authentic ‘ethnographic representations’ (Phillips
2005: 94) or original ‘artworks’ (Clifford 1988: 100). Photography, however, is different.
Benjamin (1968: 4) argues that a photograph’s ability to be multiplied and printed again is a
significant distinguishing feature of the photograph. Lindon Jones (2011) notes that the
National Film and Sound Archive holds many copies of Mountford’s photographs from around
Australia. In addition, through my archival research for this project, | have found that the NLA,
as shown in Miller (1947) and Setzler (1947), and SLSA, as shown in Mountford (1944b), also
have many copies of photographs from members of Mountford’s expeditions. This does not
change the fact that distinct institutions hold legal ownership of the photographs, which

influences how these photographs can be perceived, presented, and used.

The influence of institutional ownership on the perception of photographs can be seen
through an analysis of Mountford’s photographs. Russell and Chapman (2008: n. p.) state that
‘customers rely on two factors when seeking information — the skill and good-will of the
Librarian searching for them, and the quality of the information that exists’ (Russell, S &
Chapman 2008: n. p.). This is also shown in Fourmile (1989). MacGregor (2011) argues that
institutions control photographs by controlling a photograph’s capacity for reproduction,
including the construction of databases and online websites and physically storing the original

photographs.

Research on twentieth-century and early twenty-first-century photography often
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foregrounds the photographer over the photograph's subject. This important categorisation
affects the ability of Adnyamathanha to re-read new meanings into these photographs.
Photographers are highlighted over the subjects in the photograph in various ways. For
example, the National Museum of Australia’s (2014: n. p.) online and internal collection
catalogue is categorised and searchable by photographer rather than by Indigenous ethnic
group or individual names. This is also true of the Flinders Ranges ‘Mountford’ collections
held by SAM and the SLSA. Mountford’s SAM, SLSA, NMNH and National Geographic Society
(Mountford, Charles Pearcy 1948a) photographic catalogues are structured by the
photographer rather than by the object, person, group, or Country depicted. | discuss this

further in relationship to the Mountford photographs in the section below.
Accessing the Mountford-Sheard Collection

Processes that create multipliable de-located digitised items are not automatically
democratising or decolonising. An analysis of the ownership of the photographs revealed how
the various institutions continued to exert colonial interests in the expeditions and
emphasised the photographers’ role in producing the photographs. The photograph reflects
a connection to its physical location, so it is a myth that the multiplied digitised item is de-
located or is automatically a democratizing decolonising intervention. Pressures for
centralisation also result from issues of authenticity and the control of reproduction. This is
because of the multiplicity of copies with resultant opportunities for tampering, a major

precautionary note from native title cases.

Russell and Chapman (2008: n. p.) outline the history of the Mountford-Sheard Collection at
the SLSA. They believe this collection results from the work of the self-taught ethnographer
Mountford, from the 1930s to the 1960s. SLSA named this collection the Mountford-Sheard
Collection because it was the result of work started in the late 1940s by Mountford’s friend
Harold Sheard in assembling Mountford’s private archive, which included his expedition
journals, notebooks, sound and film recordings, pictorial materials, artworks and published
works. In 1957, Mountford and Sheard donated this collection to the SLSA. Mountford made
later additions through further donations in 1970. Russell and Chapman (2008: n. p.) describe
the collection as spanning ‘over 120 shelf-metres’ and explain that Mountford was interested
in the artistic, ceremonial, and religious aspects of Aboriginal culture. Consultation to date
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has shown that the level of secret-sacred content within the collection is extensive. Russell

and Chapman (2008: n. p.) argue that:

By recording and photographing people, places and stories in meticulous
detail, Mountford created a rich resource of cultural, spiritual, and historical
information that is important to both Aboriginal and non-Aboriginal
Australians and is still ... [sought after. The collection] includes items of great
cultural significance to many Aboriginal communities, most notably those in
Central Australia, Arnhem Land, the Tiwi Islands, and the northern Flinders

Ranges of South Australia.

As storing and exhibiting institutions, archives do not have legal control over the
representation of Aboriginal people. However, they shape and have a significant role in these
representations. These institutions’ ownership of many photographs also influences how
these photographs are perceived. As cited in the paragraph below, the abundance of research
on Mountford’s Arnhem Land collections is unlike the dearth of research on the Flinders
Ranges Mountford collection. Therefore, the Arnhem Land Mountford collection is integral to
analysing his work in the Flinders Ranges, as there are no academic anthropological works on

the Flinders Ranges Mountford collections.

Mountford’s 1948 Australian-American Expedition to Arnhem Land has been extensively
studied as it was amongst the ‘largest scientific and cultural expeditions’ (Thomas, ME 2011:
3) mounted in Australia and was arguably one of the last of the ‘great expeditions’ (May 2003:
2; Thomas, ME 2015). @ Australian organisations, including the Australian Institute of
Anatomy (now NMA), funded and owned the photographs created on Mountford’s Arnhem
Land expeditions (2008: n. p.). The Australian Institute of Anatomy’s assimilationist policies
exerted considerable influence upon the conduct of the research and the content of resultant
publications. This influenced Mountford’s (1945: n. p.) depiction of Indigenous people as
‘soon-to-become-extinct’ within the expedition’s funding application. The NMA subsumed
the Australian Institute of Anatomy into its collection in 1988. The NMA also received

ownership of the photographs in this process.

0 My research on Mountford’s Arnhem Land collections can be found in Rebecca Richards (2010, 2011, 2018).
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In 2008, the collections managers for SLSA Mountford-Sheard Collection, Russell and
Chapman (2008: n. p.), outlined their continuing work to endeavour to ‘make Indigenous
collections and resources more available—... to strike a balance between increasing
accessibility and respecting Indigenous culture and protocols’. Access to the Mountford-

Sheard Collections by Indigenous communities, however, is difficult.

Russell and Chapman (2008: n. p.) state that issues that make it difficult to access the
Mountford-Sheard Collection include that the ‘original collection included a set of very
idiosyncratic index cards... plus scant indexes to the huge collection of photographs’. They
also argue that ‘many of these only have “Aboriginal Australians” as a subject heading without
any further explanation, and few, if any, have language group subject headings applied’. There
are also resource and personnel limitations in libraries. Furthermore, the communities

represented in the collection live a great distance from the library.

Russell and Chapman (2008: n. p.) argue that their work so far on the Mountford-Sheard
Collection made clear that often most research requests were for photographs. It is therefore

commendable that Russell and Chapman (2008: n. p.) have:

Recognised the need to create a useful, searchable finding-aid for these
photographs and over 2-3 years, indexed about 12,000 images to a database,
with the help of carefully selected volunteers and field-work students.... the
resultant database reduces hours of work and frustration down to a few
minutes and increases accessibility to a broader range of material due to

the coverage that can be achieved with different searching capabilities.

The SLSA is undertaking improvements of their collections, including ‘adding or changing
subject headings to make more specific or contemporary (especially by adding headings for
specific languages or language groups where known)’ (Russell, S & Chapman 2008: n. p.); and

adding explanatory notes or more comprehensive records where possible.

Russell and Chapman (2008: n. p.) state that their current work on the Mountford collections
points to other future improvements to the archives that they hope to achieve over the
coming years. They state that, as of 2008, they had ‘processed 25 series (or about one-third)

of the collection’ and that they started their work on parts of this collection ‘with the more
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contemporary materials’ but acknowledged that in commencing work on items catalogued
during the earlier times of card catalogues they ‘have a greater number of enhancements to

do’ (Russell, S & Chapman 2008: n. p.).

Russell and Chapman (2008: n. p.) also argue that the activities of SLSA have ‘generated
interest from communities who have indicated a desire to obtain digital copies for their own
archives’. Given collection issues discussed above, as Russell and Chapman (2008: n. p.) argue,
digital repatriation is the most viable way for the library to provide collection access to, and

consult with communities. They say that they:

Intend to advise stakeholder communities once the digitised material is
ready, ... [which leads] back to further description and more definitive
advice on restricted and open material once they have reviewed the content

and decided on its management within their own community culture.

Russell and Chapman (2008: n. p.) argue that there are many positive outcomes for increasing
the libraries’ knowledge of the collection and improving and standardising these collection
records. They argue that confidence in ‘knowing what is restricted or sensitive, and
administering that when responding to requests is important to contributing to the
preservation and management of these materials.” They posit that many archival viewers
‘think that the restrictions [on collections] do not apply to them’, and standardisation has
created an opportunity to educate and enable ‘remote access for researchers’. This

information is still current as of 2023.
Repatriation of Photographs

Some anthropological accounts— such as Peterson (2003) and Bell (2017: 241)— have shown
that the movement to return photographs to Indigenous people from museums started in the
1990s. In the mid to late twentieth century, the Warburton controversy forced
anthropologists to consider representation or limited custodianship of photographic archives
by select Aboriginal people. Peterson (2003: 120) recounts that the Warburton controversy
was sparked by an incident in 1971 when a Ngaanyatjarra Aboriginal girl returned to the
Warburton Ranges from a school excursion to Perth with Gould (1969b). Gould (1969b), who

was documenting an Aboriginal group’s environment, social networks, and sacred-secret
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ceremonies, featured a portrait of an Aboriginal woman from Warburton on the frontispiece.
Ngami (Mum) Rosalie Richards (2014 pers comm.) adds that the girl recognised the woman
on the cover and bought the book for her family. Her father became angry because many
internal photographs showed restricted secret-sacred men’s ceremonial objects and
activities. However, The Warburton controversy did not translate into changes in how

archives owned and used photographs.

Nevertheless, Hemming, Rigney and Berg (2010), alongside others, started a push to
repatriate human remains and photographs at the South Australia Museum in the 1980s.
Hemming, Rigney and Berg (2010) argue that the repatriation of photographs was pioneered
at SAM by an Aboriginal employee, Doreen Kartinyeri. There were also Adnyamathanha
people, such as Buck McKenzie, who were employed at SAM at the time and also conducted
repatriation work. This supports anecdotal evidence that shows that Adnyamathanha people
started to engage with Mountford’s photographs in large numbers by visiting the archives

from the beginning of the repatriation movement in the early 1980s.

Specifically, Ngami Rosalie Richards (2018a pers comm.) and Ngami Judy Johnson (2017 pers
comm.) said that SLSA first repatriated Mountford’s photographs to the Adnyamathanha in
the early 1980s. An Aboriginal Education coordinator, Chris Warren (2019 pers comm.),
advised me that Mountford’s photographs were exhibited in the Aboriginal Social Club rooms
(now Umeewarra Media rooms) in Port Augusta in the early 1980s. Former Nepabunna
[Nipapanha] Aboriginal School Principal Ngami Rosalie Richards (2018a pers comm.) said that
the school hosted a temporary display of Mountford’s photographs and other SAM items in
1984. Nunga Noel Wilton (2019 pers comm.) and Ngami Rosalie Richards (2018a pers comm.)
recollected that in the 1980s, parents and grandparents brought in children to point out
family members and to describe their relationships, while others brought in partners
specifically to ‘meet’ their deceased parents or grandparents. Nunga Noel Wilton (2019 pers
comm.) believes the photographs, brought back again later, stayed in the school for some
years until the school closed. Buckby (1999: 62) and Monk (1999: n. p.) note that Nepabunna

Aboriginal [Adnyamathanha] School closed in 1998.

During this time, non-Indigenous helpers from churches in Whyalla and Adelaide often came

to help with odd jobs around Nipapanha during school holidays. One collaborator, who wishes
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not to be named about this, said that when the school closed, these visitors helped to clean
out the school. The collaborator recounted that, unfortunately, the visitors threw many
photographers away without knowing the value Adnyamathanha place upon these
photographs. Some of these photographs were taken to people’s houses in Nipapanha, as
revealed by interviewed Elders (listed in Table 19 in Appendix 3. ) in Nipapanha and other
locations in 2016-2023. An Adnyamathanha man rescued other photographs from the bin and
brought them to his home in Adelaide. His daughter used several of them to make an artwork
for her year 12 South Australian Certificate of Education art class. During fieldwork, | found
that glue on the photographs' backs indicates whether any of the photographs mentioned

above were on any of the discarded school display boards, as featured in Figure 5 below.

Figure 5. Photographs on a display board (and helping with the dating of the shield design
painting in Figure 11), taken by Unknown, United Aborigines mission (1959) collection,
courtesy of Umeewarra Media

| exhibited a year 12 student’s resultant artwork in the Exhibition alongside audio recordings
of some of my interviews with Nipapanha Elders. This demonstrates how complicated

photographs within Aboriginal communities can be; they span various generations, locations,
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and institutions.

When Adnyamathanha people visited the Mountford archives, many added to the
information already there. For example, Adnyini Ngaparla (cross-moiety grandmother) Gertie
Johnson, when visiting the SLSA database in 1993, named many people in the photographs
that Mountford (1944b) did not name in his field notes.®! Another period of renaming and
Adnyamathanha interaction with the catalogue occurred because of the process of the
creation of an exhibition about Beltana called Unsettled, curated by Morgain (2017), which
incorporated several Mountford photographs. Morgain states that Adnyamathanha viewers
provided feedback that they had trouble accessing the catalogue and did not like how the
archive had arranged the categories. In addition, Ngarlaami Enis Marsh viewed the
photographs and left comments in SLSA catalogue. Such interactions changed the archive and

the potential for Adnyamathanha community input.

Conclusion

| have argued in this chapter that the complexities of ownership and repatriation of
photographs held in institutions governs their control and prohibits a deeper understanding
of the archival material from the perspective of those under study, in this instance, the

Adnyamathanha of the Flinders Rangers.

The relationship between archives, Mountford’s photographs held in institutions and the
Adnyamathanha community, has raised concerns related to outdated perspectives of
Adnyamathanha, indeed of all Indigenous communities. These concerns are linked to
stereotyped biases underpinning salvage anthropology. Mountford did not explicitly use
physical anthropology within his Expedition photography but was influenced by it. Accessing
archival databases that list material by the photographer's name rather than the photograph's
subject, their names, groups, and places, limits the capacity for deeper and more meaningful
connections and relationships to the photographs. While ownership of the photographs is
debated, knowledge gained during repatriation of photographs has been ignored. The

movements through various archives, exhibitions, and repatriations creates new conditions

51 Mountford also did not name many artists, such as Unknown (1948a, 1948b), who created the bark
collections he collected in Arnhem Land.
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in which different meanings within Adnyamathanha society and within the dominant society

can be understood. To Adnyamathanha, photographs are more than black ink on white paper.

In the next chapter, | introduce the key concept of Muda as a central organising framework
for Adnyamathanha and its influence on my research and outcomes. Muda is the underlying

principle that culturally governs Adnyamathanha’s everyday lives; its influence is everywhere.
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Chapter 3. Yura Muda: Adnyamathanha law, history,
and Creation accounts

Every time we passed Muda sites, my father would point them out. Near one site in the

Flinders Ranges, he would say, and point out to us:

Over there you can see the adnu [the bearded dragon] and the aldyanada
[the knob tailed gecko] [pointing to two peaks]. In front [the low hills] are
the bodies of most of the Marrukurli [marsupial lions] lying over there after
they were killed by the Aldyanada man. But some of the Marrukurli were
only injured and crawled away. Their bodies are those sandhills near
Edeowie. When they were dying, they clawed at the sides of the mountains
in their agony. They left those scratches down the sides. (Richards, L 2002

pers comm.)

Nearby this site were two hills and a gully that were women’s sites. My father explained that
when men wanted to come to the men’s sites above, they had to wait for women to come

first to ensure their sites were not compromised:

| can’t tell you all of that Muda because it's a women’s Muda. | can’t walk
on those hills. It is a woman’s Muda. If | go there, the old women there will
throw rocks at me, so that | fall and break my legs. But you will be able to
go there when you are older. You must look after those sites. You are their

custodians. (Richards, L 2002 pers comm.)

Those old women and men are still there. The ancestors and their spirits are ever present,
ever watchful, ever guarding, ever needing to be acknowledged through calling out and left
there in place through smoking (Arnngula Vundu Nguthandanha). Everywhere we went, the
hills, the waterholes, the rocks, even the trees are their bodies or bodily manifestations or the

spears they threw, the emu fat they discarded.

The inclusion of Muda in my examination of Adnyamathanha interpretation and use of a
modern phenomenon, namely photography, could raise the question of relevance; however,

Muda underlies Adnyamathanha vision, interpretation, and discussion of many aspects of

84



relationships, behaviours, and the respect that people show towards each other.

My Mangundanha Walawalandanha (calling out) ceremony draws upon Uncle Major ‘Moogy’
Sumner’s work which he discusses in Sumner and Koch (2020), and Sumner, Bestermann and
Forde (2020) on adapting Ngarrindjeri ceremonies for Ngarrindjeri people and their Old
People (ancestors or human remains) who were being returned from museums back to their
Country. The calling out ceremony is like Uncle Moogy’s work in that it is a translation of a
multimodal cultural and spiritual ceremony into a museum context to create spiritual safety.5?
Muda is, however, a specifically Adnyamathanha concept that underpinned the calling out

and all other associated activities.

Muda supports the fascination with, and talk of, where the photographs were taken; it
underpins the knowledge shared of the landscape surrounding the photograph; it is the
source of the connection of the person portrayed both to the Country and the person
discussing the photograph. Muda is an overarching concept that needs to be addressed to
understand the conceptualisations of and associations with Muda elicited from

Adnyamathanha when viewing photographs.

Muda encompasses Adnyamathanha law, history, and Creation accounts. It is the framework
in which the Adnyamathanha understanding of the spirit in the photograph is encapsulated.
Muda includes systems of thought in which those relationships and meanings (often
subsumed under the language of ‘spirit’) are organised. | attribute the meaning of Muda that
| use to the Adnyamathanha Elders whom | interviewed during fieldwork between 2015 and

2019 using photo-elicitation fieldwork processes and in periodic encounters since.%3

As an Adnyamathanha woman, Muda is something that | take for granted as it is part of who
| am and has been part of my everyday life since | was a young child. My understanding of
Muda arose over years of seeing my father point to features of the landscape while naming

and explaining Muda.

62 | also draw inspiration from cultural and museum interventions within North American Indigenous
communities (Chandler, MJ & Dunlop 2015; Chandler, MJ & Lalonde 2009).
53 Details about specific interviews and yarning are shown in

Table 18 in Appendix 3. .
85



In this chapter, | situate Muda as an Adnyamathanha concept and how it links to gender,
notions of history and past action, relations and then photographs and the archive. To do this,
| discuss the origins of, and misconceptions involved in using, the term “Dreaming”. | expand
upon the difficulty of defining Adnyamathanha Muda, which is why the term “Dreaming” is
not a sufficient description of Muda. | then discuss Muda as Adnyamathanha law (restriction
and ceremony), as history and as Creation accounts. | discuss Muda as language, song, and
tense, as Country and Relationships. | interrogate the role photographs play in connecting
collaborators to Muda. | examine the relationship between Muda and Christianity and explore

how the concept of Muda influenced me as the curator of my Exhibition.
Muda is not ‘Dreaming’

Writings intended for Udnyu eyes, as well as Yura, sometimes use the term “dreaming” to
support and analyse knowledge and understandings of Adnyamathanha (and other Australian
Indigenous groups’) culture and society. Adnyamathanha Elders were adamant that Muda is
not encapsulated by the term “dreaming” because Muda is significantly more than that, and
the Adnyamathanha concept of Muda is much larger and more nuanced than current
literature reports about Muda. Examples of written discussions around concepts sometimes
translated as “dreaming” in other Aboriginal groups include Carter (2021), Carty (2015),
Davenport, La Fontaine and Carty (2011), Moore (2016) and Sculthorpe et al. (2015).

Spencer and Gillen (1966: 304) claimed that: ‘the term [Altjira] is one of somewhat vague and
wide import which it is difficult to define with anything like absolute precision.” Moore (2016:
85) has argued that the concept of ‘Dreaming’ results from a mistranslation of an analysis of
a Central Australian Aboriginal law called Altjira by Spencer and Gillen (1966: 304). Translating
Altjira only as “dreaming” invalidates Altjira as history and law. Moore (2016: 85) has
demonstrated that Altjira means law or legal system in Central Desert (Arandic) languages. As
one cannot readily translate Arandic languages into English, Moore suggests that the identical
form of the noun and the verb “dream” in English may have been the source of the confusion,
which began with Gillen’s translation of Altjira to “dream”. Altjira rama means “to dream”;
therefore, Spencer and Gillen, when talking to Arrernte, mistranslated Altjira by equating it
to dreaming. Stanner (1979: 23) viewed the Dreaming as a kind of logos or principle of order,
transcending everything significant for Aboriginal people, and it could only be understood as
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a ‘complex of meanings’. This is not dissimilar from Adnyamathanha concepts of Muda.

Wolfe (2009: 198) analysed anthropology’s adoption of the term ‘Dreamtime’®* and its
variants as part of a framework ‘in which local meanings can take on unpredictable
significance in relation to oppositions or associations, whose determination is independent of
local factors’. Wolfe (2009: 216) has argued that ‘the cultural affinities commending the term
[Dreaming] to a predominantly European imagination could hardly have appealed to ...
Kooris.”®® Further, he points out that ‘there is no puzzle attached to Koori’s use of the word'
dreaming. They were simply speaking English’ (Wolfe 2009: 218). According to Wolfe (2009:
214), the affinities derived from the European understanding of ‘Dreaming’ underwrote the

aggression of the frontier.

Many Udnyu at this time ignored the economic existence of the Aboriginal inhabitants. Wolfe
(2009: 214) argues that the concept of ‘the ritual aborigine [sic]’ contributed to justifications
for the exclusion of Aboriginal people ‘from the dual encounter between settlers and the
land’. This ignorance resulted from a view of the colonial invasion as salvaging the land from

nature. According to Wolf (2009: 210):

Reason rescues consciousness from the chaos of Dreaming ... the
dreamtimes evaporated with the dawning of settlement.... the Dreaming
complex constituted an ideological elaboration of the doctrine of terra
nullius [no man’s land], emptying the land so that settler and landscape
formed a dual interaction with the characteristic proportions of mind over

matter.

Wolfe (2009: 199) points out that the viral success that ‘the Dreaming complex’ enjoyed in
anthropology, coined in the ethnographies of Spencer and Gillen (1966), is evidence of its
status as an invention of Spencer and Gillen’s culture. Wolfe (2009: 199) shows that the
diffusion of the term throughout anthropological writings was not accomplished through

ethnographic evidence; rather, it was perceived from the affinity between the words “dream”

64 The term Dreamtime is now often not used (Moondani Toombadool Centre 2023), but the term dreaming is
still in use within anthropology and Indigenous studies (Moondani Toombadool Centre 2023).

85 The term ‘Kooris’ is often used to describe Victorian Aboriginal people, but Wolfe (2009: 218) uses this term
to refer to all Aboriginal Australians.
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and “Aborigine”. This affinity comes from ‘within the anthropologist’s culture rather than
within that - or those — of their subjects’ (Wolfe 2009: 202). Wolfe (2009: 209) then shows
that Aboriginal people increasingly understand dreaming as a term that ‘operated
synecdochically’; ¢ therefore, both encapsulating and contributing to the ‘historical
development of the prejudices and misconceptions of settler society’. Wolfe (2009: 199)

compellingly argues:

With the term [of Dreaming] entrenched into the Australian cultural field...
its diminution of Aboriginal religion, customary law, and history to that of a
‘dream’ encodes and sustains the subjugation and expropriation of the

Koori [Aboriginal Australian] population.

Adnyamathanha and many other Aboriginal groups reject Spencer and Gillen’s (1966)
interpretation of Altjira in favour of concepts based on our own understandings. In rejecting
the variants of ‘Dreaming’, Adnyamathanha people, including Artuapi Regina McKenzie,
Artuapi Angelina Stuart and Ngarlaami Enis Marsh (2015: n. p.), exclaimed that

Adnyamathanha have translated Muda to mean ‘our lore, our Creation, our everything!’.

Tunbridge (1988b: xxii) argues that the term “myth” is problematic when trying to define
Muda but that she must use it as Udnyu do not have a word that encapsulates Muda. She

justifies her choice by arguing that:

Although the term “myth” is widespread, referring to stories relating to a
time long past while having a spiritual reality in the present, some Aboriginal
people (but few Adnyamathanha people) reject it because of the
connotation of fiction. Occasionally, we have used the term “mythology” in
this volume because, at the time, it seemed to be the best term for

communicating with the wider reading public (Tunbridge 1988b: xxii).

Tunbridge (1988b: xxii) acknowledges the differences between Adnyamathanha and Udnyu
concepts of Muda but ultimately writes for an Udnyu audience. Her translation of Muda as

Dreaming shows this. Tunbridge (1988b: xxvii) argued that the term ‘dreaming’, used in her

56 Wolfe (2009: 209) uses the word dreaming synecdochically in that he uses it as a proxy for a portion of the
whole phenomenon, thereby reducing it to its smallest part.
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book Flinders Ranges Dreaming, and the term ‘mythology’ have not been commonly used
among Adnyamathanha people, but that these terms were used ‘of common public usage’.
Tunbridge concedes that when speaking English, Aboriginal Australians have often translated

dreaming as history; therefore, Muda may more accurately be translated as history.

Some Adnyamathanha people, such as Nunga Noel Wilton (2022 pers comm.), lament that
only translating Muda as ‘Dreaming’ or myth invalidates the whole realm of Muda history and
law. Adnyamathanha agree that Muda is not “made up stories” or lore arising from the
imagination, as the term dreaming suggests; instead, Muda is the foundation of
Adnyamathanha identity. The assumptions of anthropologists, historians, and other scholars
in allowing the translation of Muda as “dreaming” or “myth” have affected how non-

Adnyamathanha people interpret Adnyamathanha ceremonies and practices.
An Adnyamathanha Muda

As Tunbridge (1988b: xxii) states, defining Muda is challenging. | explicitly discuss
Adnyamathanha concepts of Muda in regard to Creation accounts in the Exhibition label
(Figure 6 below). In the Exhibition text panel heading, | translated the word ‘Muda’ (history
and law) as ‘Adnyamathanha dreaming or history’. It is the responsibility of curators to be
aware of the translations of words used in exhibitions and the implications for the audience
that their translations evoke. Incorrect translations can have unintended consequences, as

was the case with the translation of the term “Muda” featured in my Exhibition.

Yura Muda (Adnyamathanha dreaming)

The origins of the Adnyamathanha and our land are
told through our Muda (creation stories), passed
down from generation to generation. A major
creator figure is that of the Akurra (rainbow serpent).
These stories and connections to the landscape
featured heavily in artistic responses to the photos

Figure 6. Yura Muda Exhibition text panel, the Exhibition, 2019, courtesy of SAM
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When viewing my Exhibition at the Exhibition opening and preview, some Adnyamathanha
people said they did not think | should have referred to Muda as “Dreaming”. My choice stems
from a conundrum arising from differences between English and Yura understandings of the
term. This conundrum has emerged as scholars and non-academic writers, such as Barty
(2022), have reinforced the term “Dreaming”. Sutton and Jones (1986: 25) argue, about the
Lake Eyre Aboriginal people, that many creation ‘stories have a dreamlike fictional quality,
although their believers would have accepted them as literal truths— as history’ and that it is
therefore ‘no accident’ that people speaking Aboriginal English translate the ‘dreamings [sic]

of the Lake Eyre region’ as ‘histories’.

Adnyamathanha people have sometimes included the term “dreaming” within their writings
about Muda to non-Indigenous people, but this is within a wider frame of reference. For
example, Adnyamathanha Elders, Terrence and Josephine Coulthard (2020: 243) define Muda
as ‘sacred law and dreaming, traditional or customary law, ceremony, corroboree’. They
expand their definition of Muda as a ‘system of stories, teachings and beliefs that inform the
people of how to live in harmony— spiritually and physically— with the land’ (Coulthard, T &
Coulthard 2020: 72). In Coulthard and Coulthard’s (2020: 72-119) chapter which includes
twenty of the ‘stories’, they are careful not to use that word, referring to it throughout as
Yura Muda, apart from in one introductory statement. Further, Adnyamathanha Elder,
Ngarlaami Lily Neville (2020: 91) defined ‘Muda-ru [as] the law’ and ‘Mudanghatyu [my

Mudal], as dreaming or ... our cultural ideology/law’.

It is also necessary to consider that Adnyamathanha is an agglutinative language. This affects
the nuances of the meanings of Muda. Neville’s (2020: 91) inclusion of ‘nghatyu’ (also spelt
Ngatyu, meaning ‘my’) at the end of Muda specifies that she is talking about ‘my Muda’ using
Adnyamathanha possessive pronouns.®’ These Elders define Muda in their own words and

with their cultural understandings of what Muda is to them and its significance to

57 | explore Adnyamathanha possessive and non-possessive pronouns in relation to photography in Chapter 7.
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Adnyamathanha culture and social cohesion.?® Yaka Jillian Marsh (2013: 176-177) notes that:

Muda provides Adnyamathanha with a map of how the land was created,
our place within this complex environment and our role as custodians...
Muda also provides us with a means of transmitting knowledge to each
other and outsiders, such as mining proponents. The challenge in today’s
colonial setting is to forge a central place for Muda in land use regulation
that is both empowering for Adnyamathanha and meaningful within

engagement with commercial enterprise.

It is my experience that most Adnyamathanha translate Muda as history and law. Tunbridge
(1988b: xxii) found that ‘older Adnyamathanha people use the English word “history”- as a
translation of Muda’. In the imprimatur to Tunbridge (1988b: vii), a senior Adnyamathanha
Wilyaru (fully initiated) Elder, Vapapa Claude Demell, asserted that ‘This book is our history.
It's about our country, our Yarta [Country]’. Vapapa Claude Demell had the authority to
express this view as he was a senior Adnyamathanha Elder who was well-versed in
Adnyamathanha Creation accounts, and by saying this in the foreword of Tunbridge’s book,
he was supporting the veracity of Tunbridge’s work from an Adnyamathanha perspective.
Nevertheless, Tunbridge (1988b: xxii) uses the term ‘Creation stories’ rather than ‘histories’

as a concession to the non-Aboriginal reader. Tunbridge (1988b: xxii) explains that:

The term “history” is avoided here [in my book] for the most part, since non-
Aboriginal English speakers generally do not recognise a spiritual dimension
to the term— a dimension which is paramount to the Adnyamathanha
usage...While [the term ‘stories’] has some drawbacks, it is a more neutral
term, with the note that, by it, nothing is implied concerning the historicity

of the accounts, nor their cultural or ritual status.

58 Adnyamathanha writers and academics who are discussed throughout this thesis include Champion (2014),
Koolmatrie (2016a, 2016b, 2018, 2019a, 2019b), Jillian Marsh (2010; 2013; 2020), Buck McKenzie (2009) and
Terrence and Josephine Coulthard (2020). This also includes some authors in select publications such as Linda
Coulthard and Noel Wilton in Coulthard, Richards and Wilton (2020); Linda Coulthard in Coulthard and
Richards (2020); Noel Wilton in Wilton and Richards (2022); L. Richards in Richards and Richards (2002); Cruse
in Crowley and Cruse (1992); Annie Coulthard in Coulthard and Tunbridge (1985); Carol Wilton, Annie
Coulthard, and Michelle Coulthard in Wilton, Coulthard, Coulthard and Tunbridge (1985); and, Gillian Weiss,
Pearl McKenzie and Pauline Coulthard in Weiss, McKenzie, Sound, Coulthard, and Tree (2000).
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Tunbridge’s (1988b: xxii) translation of Muda as Adnyamathanha ‘Creation stories’ is not
precisely the interpretation Elders such as Vapapa Claude Demell portray about Muda. Some
Creation accounts such as the Akurra Creation account and the Wakarla, Urrakurli and wildu
(Crow, Magpie, and Eagle) Creation account in Tunbridge (1988b: xxii), were similarly referred
to as ‘stories’ by collaborators during my fieldwork and used in my Exhibition. Tunbridge does
not use the term ‘stories’ to imply fictional narratives; she does not doubt their accuracy.
Tunbridge sees these ‘stories’ as correct accounts of the landscape's history and parabolic
teachings about the environment, relationships and behaviour. Nevertheless, | prefer using
the term “accounts” rather than stories to refer to Muda in English. Creation accounts are
part of Muda. Tunbridge’s (1988b: xxx) work is all about Muda. There must be recognition of

the rich tradition of understandings that underly Muda, as Tunbridge (1988b: xxx) argues, the:

Spiritual life was an ongoing experience set in the context of day-to-day
living in the physical and social environment. This is the context in which

these stories have meaning.

It is Muda that encapsulates Adnyamathanha understandings that connect us to our Country
and each other, including those captured in photographs. My research confirms that these

accounts are Adnyamathanha people's history and beliefs.
Muda, photographs, and Country

The Country of the Adnyamathanha is different to many parts of the continent. Tunbridge

(1991a: 30) argues that:

The Flinders Ranges region belongs to a distinct ‘country’ in the Aboriginal
sense. Its environment is in many respects unique, and the sort of hunting
methods that suit the desert, for instance, do not suit the rocky ranges, and

vice versa.

Muda and Yura Ngawarla express this environmental specificity in many ways (Morris 1991:

37). For example, Tunbridge (1991a: 21) notes that:

There is no evidence of any significant role played by Aboriginal fire regimes

in the Flinders Ranges, such as has been claimed for other parts of Australia.
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Nor was fire commonly used for hunting, as it did not suit much of the

terrain.

Therefore, there are no known creation accounts about firestick farming in the Flinders
Ranges, even though there are many accounts of the other uses of fire and frequent
references to fire itself in Muda.®® Hunting accounts do not include the use of fire, nor is there
any reference that | have seen or heard of the need to burn Yarta as a form of firestick

farming.

Significantly, every Muda account is located at specific sites, with this essential association
evidenced during discussions of photographs, particularly by Elders. Artuapi Linda Coulthard
(2022 pers comm.) discussed the places where specific accounts were told to her by some of
those portrayed in the photographs shown. She discussed how the Virdianha Muda was told
to her at Mt Lyndhurst and that it was at Nilpena that she would be told Muda of the Woman
who murdered her daughter. Artuapi Linda explained Waturlipinha Muda as a “favourite
bedtime story that our mothers and aunties would sing to their babies when they were
putting them to sleep” near the hill of that name. My father used to sing that Udi to console

us as we drove past that hill on our departure from Nipapanha after a visit.

% Fire references include the Old Woman making a fire to cook damper to lure her lost children back to camp
(Coulthard, T & Coulthard 2020: 106; Tunbridge 1988b: 110-114); wildu (Eagle) using fire in the Wakarla
Adpaindanha cave entrance as a punishment for disrespectful nephews (Coulthard, T & Coulthard 2020: 24-30;
Tunbridge 1988b: 24-29); Yurlu (kingfisher) making fire to send smoke signals to announce his intention to lead
important ceremonies (Coulthard, T & Coulthard 2020: 100; Tunbridge 1988b: 141-145); the Valnaapa (two
mita or mates, a Mathari and an Ararru man) use of ardla wirdni (firestick) to make the bad water of Vada
Ardlanha (Paralana) hot (Coulthard, T & Coulthard 2020: 74; Tunbridge 1988b: 93-95); to keep flies away from
emu meat by the two brothers (valanpila) in the Muda Awi Hunters (Coulthard, T & Coulthard 2020: 106;
Tunbridge 1988b: 110-114)and burning of spinifex grass to travel in the smoke up into the sky (Coulthard, T &
Coulthard 2020: 77).
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Figure 7. Working with Donkeys by Mountford (1937f), Mountford-Sheard collection,
courtesy of SLSA

Other photographs, for example, the donkey buggies (Figure 7 above), prompted
explanations of being told other accounts. Artuapi Linda Coulthard (2022 pers comm.)

described how:

As we travelled near Artuwaralpanha[Mount Serle] in the donkey buggy, we
were afraid of that story [The Wildu]. Mum and Auntie Mavis and Mona’s
parents told us that it [the Spirit Eagle] would take us up the mountain to its
nest in Wakarla Adpaindanha [the big cave]’. The story reminded small
children not to stray from the camp and older children to watch them

carefully.

Other photographs prompted Linda Coulthard to describe how accounts of Muda elicited
explanations of the origins of behaviours: “We always cover over the ashes of our cooking
fires because the Artunyi [the Seven Sisters] are looking down and would harm you if you
didn’t.” These accounts relate only to sites where Muda is frequently told — and the distance
from sites given as a reason for decreasing knowledge amongst the youth, particularly

amongst those living outside of Adnyamathanha Country.

However, concepts of Muda and Country are not confined to historical accounts of the

Adnyamathanha people. In the Schools’” Workshops, based on photographic displays,
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Adnyamathanha children also expressed a strong concept of Muda and Spirit, as shown
through their paintings displayed in the Exhibition. Children’s connection to Muda and their
interpretation of photographs included their predilection towards painting representations
of Muda or of Country they associated with the person shown in the photograph rather than
recreating the physical person. It was also interesting to note how the children chose to paint,
purposefully not using dots or red paint. These activities showed the children’s knowledge of
the cultural preferences of Muda and their understanding of and wish to respect the spirits

in the photographs.

Reflections of Muda in Artistic Practices

This section discusses how Muda shapes and is reflected through artistic practices expressed
in responses to photographs. There is an active debate within the community about what is
appropriate as Adnyamathanha artistic practice. This includes discussion regarding art,
including the use of dots, the preference for depictions of landscapes over persons, and
restrictions on the use of red colour. These debates and considerations fed into my Exhibition

and were reflected in students' choices in the Schools’ Workshops.

My inclusion of dot paintings in the Exhibition illuminated Adnyamathanha understandings of
art. ° Responses to the photographs in the workshops and Exhibition feedback from
Adnyamathanha respondents showed that a perception of dot paintings as expressing our
identity is problematic. Many Adnyamathanha people do not regard dot painting as a part of
contemporary Adnyamathanha views of cultural tradition. Including several dot paintings in
the Exhibition may have aligned it with a pan-Aboriginal perspective when much of the
feedback from Adnyamathanha Elders was saying that Adnyamathanha people historically did
not do dot paintings. This may be related to understandings that Adnyamathanha perhaps
did not use ceremonial ground art, or at the very least, did not publicly do so. Dot paintings,
therefore, may be seen to contravene ideas about appropriate paintings currently held by

Adnyamathanha Elders and younger people alike.

70 Even in situations where dot paintings thrive, this art form transforms and reconfigures earlier forms of
ground and body art onto canvas for vastly different purposes (Dussart 1997: 187 & 194). Dots are not the only
form of Aboriginal traditional art, as bark paintings using cross-hatching and figures are also significant in the
canon of Aboriginal art (Dussart 1997: 187 & 194).
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Adult Adnyamathanha artists’ use of dots perhaps highlights the expectations of Aboriginal
art extant amongst many non-Indigenous people and the broader Australian Aboriginal
community. Disparities between these views and Adnyamathanha views on art were
indicated when one exhibition viewer of Adnyamathanha descent called me and complained
about a painting, asking, “how do they know that these are ceremony paintings? Also,
Adnyamathanha don’t do dots”. | explained that it appeared that sometimes we did include
dots in the past and could point to some in the museum collection. | also said that some of
those who used dots also had ancestry in Aboriginal groups who were “well-known for doing
dots”. The questioner appeared appeased by that answer.”* Adult artists have often also
incorporated Adnyamathanha symbolism, such as the ceremonial meeting ground symbol
featured in the rock art of the Flinders (Koolmatrie, J, Turner & Richards 2018b) and thence

on the Adnyamathanha flag (Gage 2011) in Figure 8 below.

Figure 8. Flag of the Adnyamathanha people (Vwanweb 2018)

Mountford (1937a, 1937b, 1938a; 1939) ‘collected’ drawings of body and ceremonial ground
art designs among Aboriginal men from various Central Australia