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On 9 April 1816 Governor Lachlan Macquarie, supreme 
representative of the Crown in the Australian colonies, 
declared war on the Aboriginal people of New South 
Wales. The declaration was never explicitly stated or 
announced publically, and the official histories do not 
record it. – M.K Organ, 2014 1 

1. Organ, M, 2014, Secret Service: Governor Macquarie’s Aboriginal War of 1816, University of Wollongong, NSW.

Cover Image: Genevieve Grieves. Still from film, Lament.



Exhibition Overview
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The 17th April, 2016, marks a significant date in Australia’s history – the 200th 
anniversary of the Appin Massacre. Governor Lachlan Macquarie ordered the 
Aboriginal people be captured or shot if they tried to escape and the displacement of 
their communities within the Appin region of New South Wales.  The Appin Massacre 
was one of the first to take place upon Australian soil and has mostly been erased 
from our history books, as have other massacres which have taken place across 
our nation and around the globe in the wake of Western colonisation.  The need to 
publicly acknowledge our bloodied histories and to commemorate important dates 
from the frontier wars is long overdue. 

In collaboration with the local Dharawal community, Campbelltown Arts Centre has 
engaged curators Tess Allas (Australia) and David Garneau (Canada) to produce the 
exhibition With Secrecy and Despatch. This major exhibition of newly commissioned 
works by six Aboriginal Australian artists; Vernon Ah Kee, Julie Gough, Tony Albert, 
Dale Harding, Genevieve Grieves and Frances Belle Parker, two composers Nardi 
Simpson and Amanda Brown and four First Nations Canadian artists; Cheryl 
L’Hirondelle, Adrian Stimson, Marianne Nicolson and Jordan Bennett, reflects the 
paralleled colonised histories between each country.

With the catalyst of With Secrecy and Despatch being the Appin Massacre, some of 
the artists deal directly with this event while others have responded to the challenge 
by creating works that speak of the histories of colonial brutality, conflict, identity, 
culture and memory from their own communities. The exhibition will also provide 
an opportunity to show existing artworks that have already explored these themes. 
These works by Gordon Bennett, Milton Budge, Robert Campbell Jnr., Fiona Foley 
Jennifer Herd, Dianne Jones, Queenie McKenzie, Laurel Nannup, Rover Thomas, 
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Freddie Timms and Judy Watson will provide a historical depth to the exhibition 
and contextualise the importance of the themes explored in With Secrecy and 
Despatch and how they have had an impact on contemporary Australian Indigenous 
arts practice. 

Initiated by Campbelltown Arts Centre, With Secrecy and Despatch is a partnership 
with UNSW Art and Design, Canada Council for the Arts, Arts NSW, Australia 
Council for Arts and Winga Myamly Reconciliation Group. Three years in the 
making, this project speaks of an important history through contemporary practices 
and approaches that are conscious of the past and of those who have suffered. 
Campbelltown Arts Centre is committed to sharing the history of the place the 
centre is situated in, Dharawal country. A community rich in diversity and at a 
position in time where acknowledgement of past tragedy is crucial to our collective 
future. It is intended that this project not only speak of the Appin Massacre but to 
brutalities that have occurred globally. 

As part of this exhibition, Campbelltown Arts Centre will host a symposium on 
Saturday 9 April that will explore the themes and ideas within the exhibition with 
particular reference to the Appin Massacre.

With Secrecy and Despatch is supported and informed by a curatorium; Aunty 
Glenda Chalker, Daniel Browning, Sister Kerry McDermot, Uncle Charlie Mundine, 
Uncle Ivan Wellington, Tess Allas, David Garneau, Michael Dagostino, Leah Flanagan 
and Deb McCall. 

With Secrecy and Despatch 
Exhibition: 9 April – 12 June 2016
Opening night: Friday 8 April
Symposium: Saturday 9 April
Appin Massacre Memorial: Sunday 17 April

 1. The title of this exhibition has been taken from Governor Macquarie’s secret orders in which he commands his troops to commit the massacre and do so 

‘with secrecy and despatch’. Organ, M.K., Illawarra and South Coast Aborigines 1770-1850, Aboriginal Education Unit, University of Wollongong, 1989, 620p.

3



Cultural & Historical Context
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For almost 8,500 years, the Dharawal people were steeped in a rich and diverse 
connectedness to community and country. Dharawal Country spans from as far 
South as the Shoalhaven River near Nowra, North to Botany Bay near Sydney 
and West to Camden. However, the events that occurred in the Appin Region of 
Dharawal Country during early white settlement marked a turning point in the 
dissemination of Aboriginal culture and identity to date. 

In 1783, the first visual recording of ‘first contact’ was painted on the walls of a cave 
near Kentlyn. Depicted was a life size bull, which told the narrative of an Aboriginal 
community’s encounter with bulls that had escaped from the First Fleet’s cattle. 
Although the expanse of white settlement increasingly impinged on Indigenous 
way of life, the Dharawal people continued to practice cultural traditions and 
routines. The connectedness and solidarity of these traditions was typified in 1810. 

While the main ‘totem’ recognised by all the Dharawal speaking people was the 
whale, this area would have had associations with many other totems. These 
totems symbolise the relationship to each other, their ancestors, to their past and to 
particular sites or places. It is said that Lyrebird people, who occupied the plains of 
Camden, near Appin, could communicate across a variety of language groups. This 
interconnectedness of the Lyrebird people allowed them to hold one of the largest 
recorded ceremonial corroborees in history. Matthew Doyle, professional musician, 
dance, teacher and descendant of Muruwari country, grew up around the Appin 
region, has made mention of a corroboree that brought together 10,000 people from 
tribes as far North as the Bunya Mountains of South-East Queensland and South to 
Bega. 

A monument commemorates the Dharawal people killed in the Appin Massacre
 Location: Cataract Road, Cataract Dam, Appin 

Image courtesy of Peter F Williams and Monument Australia
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2. Read, P, 2014, Aboriginal Narratives of Violence, University of Queensland, QLD.

3. Organ, M, 2014, Secret Service: Governor Macquarie’s Aboriginal War of 1816, University of Wollongong, NSW.

4. Ibid.

5. Elder, B, 1988, The Massacres to The South of Sydney, in Blood On The Wattle: Massacres and Maltreatment of Aboriginal Australians Since 1788, New 

    Holland Publishers, NSW.

Six years later, on 9 April , 1816 Governor Lachlan Macquarie dispatched three military 
regiments to the Appin Region to ‘rid the land of troublesome blacks’.2  Macquarie’s 
regiments were ordered to pursue and fire upon any Aboriginal people who attempted 
to escape apprehension. The governor declared that Aboriginal men shot and killed 
during such encounters were to be hung from trees in prominent positions, to strike 
fear and terror amongst the surviving Aboriginal population.3  “Non-Violent Natives” 
were to be captured as Prisoners of War and carried with soldiers to be lodged in places 
of security at Parramatta and Windsor.4  The most horrific of these three consignments 
saw the murder of 14 Aboriginal men, women  and children near the heights of the 
Cataract River. Captain Wallis’ journal describes the events, as follows: 

“The fires were burning but deserted. A few men who wandered on heard a child cry… 
I formed line ranks, entered and pushed through a thick bush toward the precipitous 
banks of a deep rocky creek. The dogs gave alarm and the natives fled over the cliffs…I 
led up two women and three children. They were all that remained, to whom death 
would not be a blessing.”5

A monument commemorates the Dharawal people killed in the Appin Massacre
 Location: Cataract Road, Cataract Dam, Appin 

Image courtesy of Peter F Williams and Monument Australia



In examining the variety of Indigenous and Western perspectives of this event, 
we can begin to understand one of the fundamental purposes of this exhibition. 
That is, as educators we have a responsibility to educate ourselves, and others 
about both historical and contemporary Indigenous issues through specifically 
Indigenous perspectives. This collection of artists and selected artworks, along with 
the supporting Education Kit and Teacher Professional Learning events will provide 
Primary and Secondary Teachers with the opportunity to develop an understanding 
of positive strategies to plan and implement teacher and learning sequences that 
explore Indigenous issues through Indigenous perspectives.

Campbelltown Art Centre - Education Events 

Enquiries & Bookings:
Edwina Hill, Education & Public Programs Officer
(02) 4645 4298
edwina.hill@campbelltown.nsw.gov.au

Teachers Preview, With Secrecy and Despatch 
Thursday 7 April, 4pm

Primary and high school teachers are warmly invited for an exclusive exhibition visit, to meet co-
curator Tess Allas, as well as a number of Australian and international artists in the exhibition. 

The evening will focus on artists’ voices and personal insight, and explore process of development 
for new works. Teachers are also strongly encouraged to discuss and propose how best to share 
sensitive and challenging content with respect to the individual experiences of their students, in 
the context of both gallery visits and classroom learning.

Contemporary Australian Indigenous Art - Case Studies for Secondary Teachers 
9am – 3.30pm, Tuesday 26 April, 2016
Tickets: $50 / $30 Casual and student teachers

Coinciding with the C-A-C exhibition With Secrecy and Despatch, this teachers’ focus day addresses 
knowledge and understanding of contemporary Indigenous art works and the way in which Aboriginal 
and Torres Strait Islander art can inform teachers’ practice. 

The program includes opportunities to hear from renowned Australian Indigenous arts professionals 
and educators including curator Tess Allas and artist Leeanne Hunter.  

Teachers will join interactive workshops targeted at developing case studies, using key works from 
the Campbelltown Arts Centre collection as well as new works from the exhibition With Secrecy 
and Despatch. Workshops will allow consultation, collaboration, analysis and reflection of existing 
teaching and learning experiences.

Education

6

Targeted at teachers in Visual Arts, Photography and Digital Media, stages 4 – 6. 
Secondary links include History, Aboriginal Studies, Visual Design and English 
subject areas and cross curriculum priority area of Aboriginal and Torres Strait 
Islander histories and cultures. 

Completing Contemporary Australian Indigenous Art Case Studies for Secondary 
Teachers will contribute 4 hours of QTC Registered PD addressing 1.4.2 and 2.4.2 
from the Australian Professional Standards for Teachers towards maintaining 
Proficient Teacher Accreditation in NSW. 



7

Tony Albert

I need to tell these stories before they’re lost to history, 
to future generations. Art can be used as a tool for 
telling these stories, whether they’re good or bad… I 
really like the saying ‘Ignorance is Bliss’, because I feel 
that Australians often suffer from cultural and historical 
anmnesia. It’s much easier to ignore the issues than to 
actually speak about them or deal with them. 

- Tony Albert, 2015 1

1. Tony Albert, Tony Albert, Art & Australia, 2015, p.49.

Image courtesy of Sullivan + Strumpf and the artist
Photographer: Mark Pokorny

Language Group, Kuku Yalanji, East Cape Region
Born, 1981, Townsville, North Queensland

Lives and Works in Sydney, NSW
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Artist Profile

Tony Albert was born in 1981, in Townsville, North Queensland. During his secondary 
studies, Albert’s visual art teacher recognised his potential and suggested he attend 
an art college  once a week. At art college he began to develop his material practice, 
experimenting with various brush and drawing techniques. After high school, Albert 
went on to graduate with a Bachelor of contemporary Australian Indigenous Art from 
the Queensland College of Art in 2004. Whilst studying at the Queensland College 
of Art, Albert became a member of the proppaNOW collective, a group of Aboriginal 
Artists who at the time included Vernon Ah Kee, Richard Bell, Jennifer Herd, Gordon 
Hookey, Andrea Fisher and Laurie Nilsen.2 

Growing up in Queensland during the late 1980s and 1990s however, Albert and his 
younger sister were constantly subjected to racial vilificaiton. Albert recalls specific 
experiences in which he was forced to question his Indigenous identity, as non-
Indigenous people would ask, ‘You look Greek, Italian, tanned, Egyptian. Why would 
you say Aboriginal if you don’t have to?’ and say to his sister ‘You’re too pretty to 
be Aboriginal.’3 While racist attitudes like this were rife in what Albert has heard 
described as Australia’s version of America’s ‘Deep South’, racism like this wasn’t 
uncommon elsewhere in Australia. Since the early days of white settlement, policies 
of ‘Protectionism’, ‘Assimilation’ and instances of conflict such as the Appin Massacre 
have been sanctioned to give the government control over Indigenous people. 
Consequently and despite not willingly acknowledged, an institutionalised racism has 
been engrained in the non-Indigenous populus since. 

In the face of this racial adversity, as a pre-adolescent Albert began to collect objects 
that he describes as ‘Aboriginalia’. These objects would later become the source of 
inspiration for this material and conceptual practice. He found that these racist and 
derogatory attitudes toward Aboriginal people were manifest visually, through the 
representation of Indigenous culture on everyday objects such as ashtrays, plates and 
cups.4

Installation View, Projecting Our Future (2002-2013) 2013
Mixed Media, Approximately 280 x 1200cm

Art Gallery of New South Wales

2. 3. 4. Albert, T, 2015, Tony Albert, Art & Australia, NSW.
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While deeply personal in their collective history to Albert, once these objects entered 
the studio, they would become recontextualised in their meaning and transformed 
into objects of self-expression. They have become the catalyst for works such as 
Headhunter (2007), Ash On Me (2008), Sorry (2008) and the focus work in this 
resource Projecting Our Future, part of a trilogy entitled History Trilogy (2002 – 2013). 
American curater and arts writer, Maura Reilly describes the Projecting Our Future 
(2002 – 2013) as consisting of: 

“A thousand objects of reworked Aboriginalia, including vintage velvet paintings 
superimposed with text such as I Am Important; Open one door others will follow; 
Mother Yabu; Nauma Father; A Campaign of ‘ethnic cleansing’ begins with one 
neighbour turning on another, and so on. There are also photographs, boomerangs, 
placards, wallpaper, dinner trays, plates, cups, ashtrays and other memorabilia.”5 

As do his proppaNOW contemporaries, Albert’s work seeks to challenge the audience’s 
traditional perception of ‘Aboriginal Art’ and attempts to evoke questions regarding 
issues and concepts relative to contemporary Indigenous Australia. In creating a 
dialogue between Indigenous and non-Indigenous Australians, Albert attempts to 
reconcile notions such as ‘Scratch An Aussie,’6 which he describes simply as, ‘that 
if you scratch at the surface of a society, or most people, it does not take long to 
arrive at strongly engrained racist attitudes.’7 Whilst overcoming racial barriers is a 
long and arduous battle, Albert’s work becomes a stimulus for Indigenous and non-
Indigenous audiences to confront Australia’s historical truths and open a dialogue 
that acknowledges historical impacts on contemporary Indigenous Australians. 

Detail: Projecting Our Future (2002-2013)
2013

Mixed Media
Approximately 280 x 1200cm

Art Gallery of New South Wales

5. 7. Albert, T, 2015, Tony Albert, Art & Australia, NSW.

6. In reference to Richard Bell’s video work Scratch an Aussie 2008
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K – 10 Activities

Visual Arts
1. Look at Projecting Our Future 2002 – 2013, from the series History Trilogy by Tony 
Albert. Outline what objects of ‘Aboriginalia’ that have been used in this mixed media 
artwork. Describe what images are represented on the surface of these objects.

2. On an A1 piece of paper or cardboard begin to construct a mixed media collage of 
your own personal history or ‘projected future’. Using family photographs, postcards, 
magazines, drawings, paintings, found objects and online resources begin to construct 
a narrative that tells the audience about you as an individual. You may begin by asking 
yourself the following questions: What are my interests? What am I passionate about? 
What experiences do I remember? What influences me? 

Visual Arts
I really like the saying ‘Ignorance is Bliss’, because I feel that Australians often suffer 
from cultural and historical anmnesia. It’s much easier to ignore the issues than to 
actually speak about them or deal with them.- Tony Albert

1. Consider this statement and look at the series Projecting Our Future, 
2002 – 2013 by Tony Albert. Describe and compare how audiences from Indigenous 
and non-Indigenous backgrounds may respond to Albert’s artwork.

2. Consider this statement in relation to the themes and historical context of the 
exhibition, With Secrecy and Despatch. In your own words, suggest why an artist 
might choose to tell an upsetting story, in particular, the history of the Appin Massacre.

3. After visiting the exhibition, explain how Albert’s work responds to the cultural and 
historical context of the Appin Massacre.

11 – 12 Activities
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Vernon  Ah Kee 

When an individual, or a group, or a society chooses 
brutality as their first, best option, they commit 
themselves to hostility and violence and often 
oppression, suppression and desperation. 
- Vernon Ah Kee, 2015 1

1. Gruber, F. & Ah Kee, V. (2015). The 14th Istanbul Biennial Interview. [Online] Available at: http://www.abc.net.au/radionational/programs/booksandarts/ 

    istanbul-biennial/6773498

Language Group, Kuku Yalandji, Yidindji and Gugu Yimithirr, North Queensland
Koko Berrin, West Cape Region of Queensland

Waanji, North-West Queensland
Born, 1967, Innisfail, North Queensland

Lives and Works in Brisbane, QLD

C-A-C Installation Image
Photographer: Ian Hobbs 
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Artist Profile

Installation view, Brutalities 
2014

Acrylic on Canvas 
Image courtesy of Milani Gallery

Private collection, Brisbane

Vernon Ah Kee was born in 1967, in Innisfail, North Queensland. Although Ah Kee sees 
himself as largely self-taught, his formal training began in 1986, when he enrolled in a 
screen-printing course at Cairns TAFE. After his move to Brisbane in 1991, Ah Kee went 
on to graduate from Griffith University’s Queensland College of Art with a Bachelor of 
Visual Art (Contemporary Australian Indigenous Art) in 1998, a Bachelor of Visual Art 
with Honours in 2000 and a Doctorate of Visual Art in 2007.2   Throughout this period, 
Ah Kee has developed a material practice that encompasses a multitude of mediums; 
from drawing, painting and screen-printing to photography, video and installation. 
Deeply inherent in his conceptual practice are lived experiences of Australia’s black/
white relations and the exploration of our nation’s histories of conflict, dispossession, 
injustice and oppression. Since his first solo exhibition, If I Was White, in 1999, Ah Kee 
has exhibited in major institutions across the world. Most recently he has exhibited his 
artworks Tall Man (2010) and Brutalities (2014) in the 14th Istanbul Biennial, entitled, 
SALTWATER: A Theory of Thought Forms.

Curator, Carolyn Christov-Bakargiev, explains that the theme ‘saltwater’ functions as 
a metaphor for the ‘flow of peoples across the world and the waves of history and 
trauma.’3  Whilst this theme resonates with contemporary narratives of migration and 
trauma occurring in Syria and Ukraine, it also seeks to incite the acknowledgment 
and commemoration of those lives lost, and impacted by the Armenian Massacre. 
Commonly referred to as ‘The Great Crime’, the period between 1915-17 saw the 
Ottoman government’s systematic extermination of its Armenian population. The 
number of victims is estimated between 800,000 and 1.5 million. This genocide bared 
witness to the wholesale killing of the male population through massacre, followed by 
the deportation of women, children and the elderly on death marches leading to the 
Syrian Desert.4

2. Allas, T. Design and Art Australia Online, (2011). Vernon Ah Kee: Biography. [Online] Available at: https://www.daao.org.au/bio/vernon-ah-kee/biography/

3. Artnet, Amah-Rose Abrams, (2015). The 2015 Istanbul Biennial Reviewed. [Online] Available at: https://news.artnet.com/art-world/istanbul-biennial-2015-

    saltwater-330449

4. Armenian National Institute, (2015). Armenian Genocide. [Online] Available at: http://www.armenian-genocide.org/genocide.html
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Detail, Brutalities 
2014
Acrylic on Canvas
Image courtesy of Milani Gallery 
Private collection, Brisbane

In conversation with Fiona Gruber, Ah Kee describes his personal response to the 
Armenian Massacre and research process influencing his series, Brutalities, 2014: 

“I was aware of the 100-Year anniversary of the Armenian Massacre…Carolyn sent 
me on a fact-finding mission to East Turkey…Really it was to visit these churches…
You go to these churches and you research their histories and you find out that all 
their histories ceased in 1915…Some of these were older than medieval churches…
but there’s no sense of worship in them anymore…It was quite depressing really, 
and disappointing that people do this to other people.”5

Drawing parallels between his understanding of the historical and contemporary 
impact of our nations and Turkey’s histories of violence, conflict and oppression, Ah 
Kee began to construct the conceptual foundation for his series entitled, Brutalities 
(2014). He explains that: 

“When an individual, or a group, or a society chooses brutality as their first, best 
option, they commit themselves to hostility and violence and often oppression, 
suppression and desperation. To do that, to commit yourself, necessarily you give up 
your humanity, you set aside your compassion, rationalism, kindness and goodness.”6 

Speaking toward the Biennial’s universal approach to history and trauma, Ah Kee’s 
depiction of brutality, hostility, violence, oppression, suppression and desperation, 
manifests itself in the form of a series of highly evocative portraits. He explains the 
significance of the portraits’ visual qualities:

“The idea of these paintings is that they are the human faces of the brutaliser. 
They are the faces that have been distorted by these acts of brutality. They have 
no eyes, no mouth…there is a nose elongated into a beak or a snout. The brow 
gives the impression of feathers, sliding toward this beastly idea. More so, they are 
recognisably human, but they are beastly because they behave brutally.”7 

5. Gruber, F. & Ah Kee, V. (2015). The 14th Istanbul Biennial Interview. [Online] Available at: http://www.abc.net.au/radionational/programs/booksandarts/

     istanbul-biennial/6773498

6. 7. Ibid
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7 – 10 Activities

HSIE
Transcending time and place, Ah Kee’s series Brutalities, evokes memories of violence 
and conflict throughout history. Investigate this statement in relation to the concept 
of genocide.

1. What is genocide?
2. How and why does genocide occur?
3. Where and when has genocide occurred? 

Visual Arts
Influenced by Ah Kee’s travels to East Turkey, Brutalities, explores the historical impact 
of the Armenian Massacre. Investigate this series of paintings through the Cultural 
Frame.

1. Describe the subject matter portrayed in Brutalities.
2. Discuss what Brutalities tells you about the culture or society in which it was made. 
    What was happening at the time?
3. Discuss how Ah Kee has been influenced by politics, religion, beliefs or historical 
    events.
4. Explain how Brutalities is a reflection of cultural or social experiences.

11 – 12 Activities



Julie Gough
Language Group, Trawlwoolway, North East Tasmania

Born, 1965, Melbourne, Victoria
Lives and Works in Hobart, TAS
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My work is concerned with developing a visual 
language to express and engage with conflicting 
and subsumed histories. A key intention is to invite 
a viewer to a closer understanding of our continuing 
roles in, and proximity to unresolved national stories—
narratives of memory, time, absence, location and 
representation.
- Julie Gough, 2012 1

1. Lane. C, NGA, 2nd National Indigenous Art Triennial, unDisclosed. 2012. (online) http://nga.gov.au/exhibition/undisclosed/Default.cfm?MnuID=   

   ARTISTS&GALID=18777&viewID=3

Image courtesy of the artist 



Artist Profile

Installation view,  The Grounds of Surrender
2011

Video 
Image courtesy of the artist 

Born in Melbourne, in 1965, Julie Gough is maternally descended from the 
Trawlwoolway people of North - Eastern Tasmania. Gough speaks of her early interest 
in history and recounts memories of digging up broken ceramics in her backyard as a 
child.2  This avid interest in history is reflected in her extensive academic and artistic 
achievements. She holds a Bachelor of Pre-History/Anthropology, from the University 
of Western Australia (1987), a Bachelor of Visual Arts from Curtin University (1994), a 
Bachelor of Visual Arts (Hons), from the University of Tasmania (1995), a Masters of 
Visual Arts from the University of London (1998) and a PhD in Visual Arts from the 
University of Tasmania (2001).3  Developing a research based practice, Gough seeks 
to ‘uncover and re-represent’ Australia’s, and in particular Tasmania’s, forgotten and 
often misleading histories. Inspired by the people, stories, places and connection to 
her maternal Tasmanian Aboriginal heritage, Gough’s practice questions the impact of 
conflict, dispossession and memory on contemporary Indigenous Australian identity.4 

In conversation with Leah Flanagan, for With Secrecy and Despatch, Gough draws attention 
to one such example of Tasmania’s traumatic histories. She describes of grassland situated 
between Hobart and Port Launceston that, for years, had been burnt off by local Aboriginal 
communities to form a pastoral landscape for kangaroos. During the period between 
1803-04, British colonisers eradicated the Aboriginal presence from this landscape. In an 
attempt to remove these murderous events from the writings of history, Governor Davey, 
in accompaniment with his aides and officers were  witnessed  burning records and written 
accounts of the massacre.5  For almost 20 years to follow, the ‘un-writing’ of history continued, 
invariably impacting the dynamic of Tasmania’s Indigenous and non-Indigenous relations 
since.

 2. Flanagan, L. & Gough, J. (2015). With Secrecy and Despatch Interview. Campbelltown Arts Centre

 3. Allas, T. Design and Art Australia Online, (2011). Julie Gough: Biography. [Online] Available at: https://www.daao.org.au/bio/julie-gough/biography/

 4. Lane, C. (2012). UnDisclosed: Julie Gough. [Online] National Gallery of Australia. Available at:  http://nga.gov.au/exhibition/undisclosed/Default.cfm?MnuID=

     ARTISTS&GALID=18777&viewID=3

 5. Flanagan, L. & Gough, J. (2015). With Secrecy and Despatch Interview. Campbelltown Arts Centre
16



In the video installation, The Grounds of Surrender (2011), Gough focuses her line of 
enquiry on the narratives of violence and dispossession throughout Tasmania’s Black 
War. Lehman explains that ‘at the height of the Black War, any colonist capable of bearing 
arms was effectively empowered by Governor’s decree to form into ‘Roving Parties’ and 
kill Aborigines on sight’. After approximately 900 Aboriginal people had been massacred, 
George Augustus Robinson convinced the Governor to allow him to offer hollow treaties, 
negotiating the surrender of the remaining Aboriginal population. In the following years, 
approximately 196 Aboriginal people were removed from their traditional lands and exiled 
to Flinders Island. In 1835, the people of Bothwell presented a Cup to George Augustus 
Robinson, in appreciation for establishing ‘conciliation’ with the local Aboriginal people.6 

Gough transforms the viewer into participant as she commemorates the last journey of the 
exiles in this dual channel video installation, The Grounds of Surrender (2011). Still images 
and footage of Tasmania’s raw landscape allude to the memories and experiences of pre-
colonial discourse. Paralleled are depictions of ‘rural’ streets and towns, colonial remains 
and historical texts. The participant becomes dislocated and disconnected from a post-
colonial landscape, which for 40,000 years before it, had been connected to and shaped by 
thousands of generations of families. Gough confronts the participant and invites them to 
question how the silences and biases embedded in Tasmania’s history have impacted the 
lives of Tasmanian Aboriginal peoples.

Situated against a social landscape that often denies, misinterprets or forgets its past, Gough’s 
practice endeavours to ‘uncover and re-represent’ Tasmania’s histories. Incorporating a 
multitude of mediums, subject matter and perspectives, Gough invites the audience into 
the experiences of Tasmanian Aboriginal people and writes a history that now competes as 
the founding narrative of Tasmania.

Film still of video,  The Grounds of Surrender
2011

Video 
Image courtesy of the artist 

6.  Lehman, G. (2012). The Devil We Know. [Online] Academia. Available at: http://www.academia.edu/4801593/The_Devil_We_Know.

17



7 – 10 Activities

Visual Art
Gough’s video installation, The Grounds of Surrender, commemorates the last journey 
of the exiles. Using a digital camera, record and shoot photographs of your journey 
through a landscape that holds personal meaning. You may consider:

1. How the landscape has changed over time.
2. Documenting what specific sites mean to you. 
3. Collecting pre-existing photographs and images of this landscape. 

English
Gough records and shoots photographs of places as a way of remembering what 
happened there. Using a family photograph or a vivid memory, write a poem about 
and make pencil drawings of your memories of a personally significant place, event or 
person. 

11 – 12 Activities

Visual Art
In The Grounds of Surrender, Gough invites the viewer to participate in her journey 
through Tasmania’s traumatic histories. Considering the events that occurred on these 
sites, research further images and video of The Ground of Surrender (available on 
artist website) and interpret this artwork through the Subjective Frame.

1. Describe what feelings the work evokes.
2. Explain what qualities in the work make you feel this way.
3. Suggest what you think Gough was feeling when she made this work.
4. Identify the emotions you think Gough wants to express to her audience.
5. Interpret the meaning of this work.
6. Explain one difference between your own interpretations, compared to an    
          audience member experiencing the video installation in person.

18



Genevieve Grieves

As an act of memorialisation; an act of remembrance. 
As it is through the recognition of what has gone 
before, however difficult this journey may be, we can 
mourn, heal and find some peace within and between 
ourselves. - Genevieve Grieves, 2015 1

Worimi Nation mid-north coast of NSW 
Born, 1976, New South Wales

Lives and Works in Melbourne, VIC

1. Flanagan, L. & Grieves, G. (2015). With Secrecy and Despatch Interview. Campbelltown Arts Centre

19

Image courtesy of the artist 



Artist Profile

Genevieve Grieves is a descendant of the Worimi people of Mid-North Coast, New 
South Wales and has lived on Kulin Country, Victoria for many years. Grieves graduated 
with a Bachelor of Communications from the University of Technology, Sydney (2000) 
and a Graduate Diploma in History from the University of Melbourne (2003), where 
she is currently undertaking a Doctorate of Indigenous Studies.2  In an interview for 
With Secrecy and Despatch, Grieves explains that her research practice has largely 
been influenced by an interest in knowing more about what has happened in her own 
country. Looking at different points in Australia’s history, she investigates memorials, 
memorialisation and what is not shared in our contemporary landscape. Considering 
herself a ‘curator of other people’s stories’, Grieves’ artistic practice is increasingly 
engaged with our violent past, exploring spaces in the landscape where colonial 
violence has occurred.3

Grieves’ most recent video installation, Lament (2015), developed for the exhibition, 
What Lies Buried Rises, continues her enquiry into narratives of violence, history and 
memory. In collaboration with curator, Dianne Jones and her family, Grieves responds to 
the 1839 murder of white woman, Sarah Cook, and her child in York, Western Australia. 
Two local Nyoongar men, Doodjeep and Barrabong were accused of the murder and 
hung and gibbetted for this crime.4 Despite written accounts stating that this was 
undeniably an Aboriginal crime against a white woman, Jones’ archival research and 
conversations with the local community has uncovered insights that challenge York’s 
recorded histories.5  With the murder of Sarah Cook and her daughter, Doodjeep and 
Barrabong, along with the countless Nyoongar lives lost in the massacres that ensued, 
Grieves describes Lament:

Installation View, Lament
2015
Three Channel Video Installation
Image courtesy of the artist 

2. Footscray Community Arts Centre, (2016). Genevieve Grieves. [Online] Available at: http://footscrayarts.com/profile/genevieve-grieves/

3. Flanagan, L. & Grieves, G. (2015). With Secrecy and Despatch Interview. Campbelltown Arts Centre

4. Footscray Community Arts Centre, (2015). What Lies Buried Rises. [Online] Available at: http://footscrayarts.com/event/lies-buried-rises/

5. Cathcart, M. & Grieves, G. (2015) What Lies Buried Rises Interview. [Online] Available at: http://www.abc.net.au/radionational/programs/booksandarts/what- 

    lies-buried-rises/6596954
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“As an act of memorialisation; an act of remembrance. As it is through the recognition 
of what has gone before, however difficult this journey may be, we can mourn, heal 
and find some peace within and between ourselves.”6

In correspondence with Grieves, she expresses her immense appreciation for the 
collaborative processes involved in the production of Lament. No more so, than when 
she speaks of performer, Yaraan Bundle, a Kirrae Wurrong/Gunditjmara woman, from 
the Western District of Victoria. She explains:

“This piece is very much inspired by Yaraan… Knowing her connection to culture, 
her beauty and grace as an artist, has been a key element in the development of this 
work.”7 

Inspired by Yaraan, as she brings her own histories through her body, Grieves 
employs a multitude of visual strategies reflective of her week spent with Jones 
and her family on country, visiting sites, sharing in their knowledge and thinking and 
feeling through my ideas. Dressed in 19th Century colonial clothing and preparing 
the white ochre often used to mourn, Yaraan’s performance is one of remembrance 
and healing.8 Understanding that ‘each the viewers life experiences influence the 
way they see an artwork’, Grieves has provided an eloquent interpretation of Lament.

“Lament moves across temporal planes and almost intertwines them. Created in 
the present, it explores various pasts and how they resonate with us in the present. 
This is a reflection of how I think the past lives within us. By various pasts I mean 
the actual events explored by Dianne Jones in her research, the killing of Sarah Cook 
and her child, the subsequent hanging of two Aboriginal men for their deaths, and 
the multiple deaths of Aboriginal people in Western Australia that occurred in her 
and her child’s name.”9 

Film Still, Lament 
2015

Three Channel Video Installation
Image courtesy of the artist 

6. 7. 8. 9. Grieves, G. (2015). Artist Statement. 
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K – 10 Activities

Visual Art

Music
Lament is performed in the Royal Exhibition Building, Melbourne, Victoria, the site 
of our nation’s first parliament and a space which evokes a sense of colonial past. 
Understanding the histories influencing Grieves, imagine the music that could 
accompany this performance. In groups, experiment with different instruments to 
develop a piece of accompanying music. Consider what kinds of instruments would 
be most suitable; strings, drums or wind instruments? Discuss your reasons for these 
choices.

11 – 12 Activities
Visual Art
Interdisciplinary in her practice, Grieves allows the idea to determine which medium 
will most effectively communicate a concept to the audience. Consider how Grieves 
challenges traditional notions of art and interpret Lament through the Post-Modern 
Frame.

1. Does Lament use a new form of art? Explain why / why not.
2. Discuss the role of collaboration in the research and production of Lament.
3. How has the artist challenged traditional ideas about art making?

Exploring narratives of the past, Lament is a performance of remembrance and healing. 
Using old family photographs and in conversation with your family members, construct 
a family tree and record your family’s memories and stories of the people depicted. 
These recorded histories may become the inspiration for further visual explorations of 
memory, memorialisation and remembrance.
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Dale Harding 

Rather than continuing to accept historical myths about 
Queensland’s colonialist history…I am responding 
to residues of raw emotions that result from lived 
experiences and inherited memories.
- Dale Harding, 2013 1

Language Group, Bidjara and Ghungalu, Central Queensland
Born, 1982, Moranbah, Queensland

Lives and Works in Brisbane, QLD

1. Harding, D. (2013). Bright Eyed Little Dormitory Girls. Queensland College of Art, Griffith University. {Online} Available at: http://www.ima.org.au/wp-  

   content/uploads/2015/08/Dale-Harding-EXEGESISOCT-2013.pdf
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Artist Profile

Dale Harding was born in 1982, in Moranbah, Queensland. Harding’s artistic talent 
was recognised at an early age and he was encouraged to participate in after school 
workshops. Here he learnt from local artist Mena Sebastian and began producing 
artworks when he was in the fifth grade. In the ensuing years, Harding continued to 
learn from local Elders, increasingly producing commissioned paintings and beginning 
to experiment with ceramics, oils and timber. In 2012, he completed a Bachelor of 
Contemporary Australian Indigenous Art (CAIA) and went on, in the following year to 
graduate from a Bachelor of Fine Arts with Honours at the Queensland College of Art.2

During his studies, Harding was encouraged to explore his family background and 
ancestry. Increasingly metaphorical in his material and conceptual practice, we must 
acknowledge the ‘un-written histories’ inspiring Harding, to further understand the 
subject matter depicted in artworks such as Bright Eyed Little Dormitory Girls (2013) 
and White Collared (2013).  In 1897, the Queensland government passed the Aboriginals 
Protection and Restriction of the Sale of Opium Act, which later saw the establishment 
of Woorabinda Mission in 1927. It was here that Harding’s ‘Elders and their families 
lived under government control. Harding’s matrilineal Grandmother, Nanna Lawton, 
was born on Woorabinda shortly after its establishment.’3 Although the government 
deemed  this legislation an act of ‘protection’, Harding argues that ‘the intent for this 
discriminatory legislation was as much to finalise the process of dispossession and to 
secure the supply of Aboriginal labour.’ 4 As a result, ‘the lived experiences of Harding’s 
family Elders exist in opposition to popular perspectives of Aboriginal histories in 
Queensland.5

After the passing of his matrilineal Grandfather, in 2008, Harding was given the 
responsibility of recording the histories of his Mother’s family. This extensive process 
entailed the documenting, copying and compiling of various visual and oral accounts 
of his family Elder’s lived experiences. Throughout this process, Harding became 
increasingly aware of instances of punishment, torture and  dehumanisation inflicted 
upon his matrilineal Grandmother, Nanna Lawton, and other young Aboriginal girls on

Installation View, Bright Eyed Little Dormitory Girls 
2013

Hessian Sack and Mohair Wool
Image courtesy of the artist and Milani Gallery, Brisbane

2. Bulliman Duggim, K. Design and Art Australia Online, (2014). Dale Harding: Biography. [Online] Available at: https://www.daao.org.au/bio/dale-harding/ 

    biography/

3. Harding, D. (2013). Bright Eyed Little Dormitory Girls. Queensland College of Art, Griffith University
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4. 5. 6. 7. 8. 10.Harding, D. (2013). Bright Eyed Little Dormitory Girls. Queensland College of Art: Queensland. 

9. Bulliman Duggim, K.  Design and Art Australia Online, (2014). Dale Harding: Biography. [Online] Available at: https://www.daao.org.au/bio/dale-harding/

   biography/

Woorabinda Mission.6 Despite his belief that, ‘little has changed in public 
consciousness about the injustices inflicted upon Aboriginal people’,5 Harding’s 
exploration of his family’s ‘oral histories and lived experiences’ challenges the audience 
to question ‘popular perspectives of Aboriginal histories’. Harding’s commitment to 
provoking a shift in public consciousness is reinforced in his statement that: 

“Rather than continuing to accept historical myths about Queensland’s colonialist 
history…I am responding to residues of raw emotions that result from lived 
experiences and inherited memories.”7 

Bright Eyed Little Dormitory Girls (2013) explores Harding’s emotional response to his 
family’s ‘lived experiences and inherited memories’. Reflecting upon the ‘oral tradition 
of retelling and reliving histories’, this installation functions as Harding’s imagined 
version of the hessian sack Nanna Lawton was forced to wear as punishment, 
because she dared try to defend herself against the unwanted advances of her 
employer.”8  Harding’s explanation of this installation, details a ‘range of poetic modes 
of expression’ utilised to evoke a deeply personal response from the audience:

“…Old hessian sacks and fine mohair thread as ‘authentic’ material signifiers. The 
omission of armholes in the sacks alludes to confinement and restriction. Similarly, 
bodily presence and absence is suggested in the sculpted neckline and flat-pressed 
body of the sacks. A soft pink crown has been embroidered on the sacks as a 
metonymic brand that speaks for state, government and empire, and a decorative 
collar has been applied to reference uniforms worn by Aboriginal domestics.”9

It is these ‘poetic modes of expression’ that allow Harding to explore often 
confronting and distressing subject matter. He creates an open dialogue with the 
public and challenges them to acknowledge and understand the impact of our 
nation’s un-written histories. Furthermore, Harding’s practice becomes an advocate 
for the positive change in the socio-cultural climate necessary to ‘lessen the burden 
of knowing that remains with his family and community.’ 10

Detail, Bright Eyed Little Dormitory Girls
2013
Hessian Sack and Mohair Wool
Image courtesy of the artist and Milani Gallery, Brisbane
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7 – 10 Activities

Visual Art

HSIE
Woorabinda Mission was established as a result of The Aboriginals Protection and 
Restriction of the Sale of Opium Act of 1897. Research policies that have significantly 
impacted Aboriginal culture since European settlement. You may choose to focus on 
the ‘White Australia Policy’ and the ‘Stolen Generation’. Research the definition of 
these policies, the reasons for their introduction and their effects on Aboriginal people.  

11 – 12 Activities
Visual Art
‘He creates an open dialogue with the public and challenges them to acknowledge 
and understand the impact of our nation’s un-written histories. Furthermore, Harding’s 
practice becomes an advocate for the positive change in the socio-cultural climate 
necessary to ‘lessen the burden of knowing that remains with his family and community.’ 

With reference to this statement by writer Wesley Shaw, discuss why an artist may 
choose to explore distressing subject matter using a visually pleasing form. In your 
answer, consider the conceptual framework.

Employing what he defines as, ‘poetic sensibilities’ Harding’s artworks become 
symbols for the lived experiences of his family and the broader Aboriginal community. 
In Bright Eyed Little Dormitory Girls, Harding uses a series of hessian sacks, which 
respond to, and symbolise his Grandmother’s experiences on Woorabinda Mission. 
Inspired by Harding’s practice, create a symbol that reflects the stories, personality or 
memory of a family member.
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Frances Belle Parker 

Some of the pegs have been purposely dislocated 
or snapped, representing our people being able to 
release themselves and shake themselves free of the 
constraints that were placed on them.
- Frances Belle Parker, 2014.1

Language Group, Yaegl, Clarence Valley Region
Born, 1982, Dubbo, New South Wales

Lives and Works in Maclean, NSW

1. Moreton, R. (2014). The Greatest Art. In: Artspace, Frances Belle Parker. Artspace, p. 67
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Artist Profile

Frances Belle Parker was born in 1981, in Dubbo, New South Wales. She is from 
the Yaegl People of Northern New South Wales. Her mother, Lenore Parker, grew 
up on Ulgundahi Island in the Clarence River, near Maclean and it was to Maclean 
that the family returned when Parker was in pre-school.2 It was during pre-school that 
Parker recalls one of her earliest memories of making art, as she produced a ‘butterfly 
painting’, by applying dobs of paint to a piece of paper, folding it, then opening it to 
view the end result.3  This early interest in art stuck with Parker, as she enrolled in a 
Bachelor of Fine Arts in Painting and Drawing at the College of Fine Arts (now known 
as UNSW Art & Design) in 2001 and went on to complete a Bachelor of Visual Arts 
(Hons) at Southern Cross University in 2005.4 

In the late 1800s, an Aboriginal mission was established on Ulguhandi Island, where 
local Aboriginal people, as well as those from Nambucca and Bowraville were moved 
from their traditional lands, so that the region could be settled by farmers, forestry 
workers and other such ‘nation builders’. Although, constantly under the surveilling 
eye of the Aboriginal Protection Board, Ulgundahi’s isolation provided the opportunity 
for the people to continue their traditional cultural practices with relative freedom. 
Ulguhandi can now claim sites of Aboriginal signficance, including a sacred site for 
women.5 Parker’s practice explores the experiences of her family and other Yaegl 
People who lived on Ulgundahi and works such as Mapping Ulgundahi (2004), Vein 
of Existence (2007) and Spirit of Place (2008) document the strength, knowledge and 
survival of Yaegl culture. 

Investigating the material and conceptual practice involved in the production of Parker’s 
installation, Mapping Ulgundahi (2004), we begin to develop an understanding of her 
deep cultural and personal connection to Yaegl Country. 

Installation view, Mapping Ulgundahi
2005

Photographer: Ian Hobbs

2. 4. Allas, T. Design and Art Australia Online, Allas, T, (2012).Frances Belle Parker: Biography. [Online] Available at: https://www.daao.org.au/bio/frances- 

        belle-parker/biography/

3. Moreton, R. (2014). The Greatest Art. In: Artspace, Frances Belle Parker. Artspace, p. 61.

5. Allas, T. (2014) Daughter of the River, Daughter of the Land. In: Artspace, Frances Belle Parker. Artspace, p. 75.

28



In conversation with Dr Romaine Moreton, Parker describes the process of producing 
the installation:

“On each side of the pegs I’ve handwritten ‘Ulgundahi Island’. It became ritual-like 
to write it, and so every morning I would wake up, sit on the front porch in the sun 
and just write with black ink… I had it down so that I could write on both sides, 400 
times,for two-and-a-half hours. Once the pegs were all written on, I dipped them in 
white plaster…which represented the whitewashing of our people by having been 
placed onto the island in the first place, and all those white mission clothes they 
were forced to wear…Some of the pegs have been purposely dislocated or snapped, 
representing our people being able to release themselves and shake themselves 
free of the constraints that were placed on them.”6

Whilst she speaks towards a symbolic meaning behind the application of white 
plaster, deeply engrained in this installation are Parker’s personal and cultural 
experiences, along with multiple generations of tradition and knowledge. Similar to 
her painting, A Fragmented History (2009), Parker’s installation, Mapping Ulgundahi 
(2004), uses repeated linear imagery, in the form of Ulgundahi to depict the ever-
changing nature of the island. Parker explains the significance of this ever-changing 
nature:

“The changing shape of the island, from the shape of an ear to now, where little sand-
spit islands have formed from the current of the water, means that my artworks are 
never going to be the same.”7 

Although Parker’s repetition of linear imagery depicts her ongoing connection to 
country, it also functions as a mode of cultural storytelling. She states that her work 
is a ‘way of documenting the stories that were told to me, our mob are so visual 
that it’s easier for them to engage through an artwork’.8  The cultural revernance  of 
Ulgundahi is further reinforced, as her mother Lenore Parker explains:

“Even though our old people aren’t living with us, the memories are still very much 
a part of us. Here they are. They’re all waiting for us, Gran, our old mob. They’re all 
here.”9 

Lenore Parker’s understanding of Yaegl Country is reflective of the Indigenous 
presence which colonisation sought to eradicate from the cultural landscape. Parker’s 
practice seeks to challenge this denial of Indigenous sovereignty and advocates the 
strength and survival of historical and contemporary Indigenous culture. Artworks 
such as Mapping Ulgundahi effectively transcend time and place and challenge the 
audience to question their understanding of our nation’s histories and view the world 
around them from an Indigenous perspective.

6. 7. 8. 9.  Moreton, R. (2014). The Greatest Art. In: Artspace, Frances Belle Parker. Artspace, p. 62, 63, 67, 68.
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K – 10 Activities

Visual Art

HSIE
The town of Maclean that the tourism industry promotes is a warm, sunny, Scottish 
fishing village. Then there is the Maclean that Parker knows. Research and collect 
photographs of Maclean. Consider Parker’s work Mapping Ulgundahi alongside these 
photographs.

1. What is similar and different? 
2. What kind of a place is Maclean? 
3. What has changed since colonial settlement?

Centred around Ulgundahi Island on the Clarence River, Parker’s artistic practice 
explores the ever-changing nature of this site. Consequently, her artworks often 
employ multiple perspectives. Inspired by Parker’s practice, use a place with which 
you share a personal connection to produce a mixed media artwork that employs the 
use of multiple perspectives.
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Jordan Bennett 
Mi’kmaq Nation, Newfoundland

Born in 1986, Stephenville Crossing, Newfoundland
Lives and Works in Corner Brook, Newfoundland

I attempt to provoke the viewer to question and 
interpret the authenticity of these ‘Indian artworks and 
artefacts’ and what it is to be ‘Indian’ in contemporary 
North American Society - Jordan Bennett, 2012 1

 1. Vancouver Art Gallery, (2012). Beat Nation: Teacher’s Study Guide. [Online] Available at: https://www.vanartgallery.bc.ca/pdfs/Beat%20Nation%20

     Teachers%20Study%20Guide.pdf
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Artist Profile

Jordan Bennett was born in 1986, in Stephenville Crossing, Newfoundland.  In 2008, 
he graduated with a Bachelor of Fine Art from the Sir Wilfred Grenfell College and is 
completing a Master of Visual Arts at the University of British Columbia, Okanagan. 
Bennett has developed a multidisciplinary practice, working in sculpture, digital media, 
text-based media, installation, painting and performance. Named as one of the artists 
in the 2014 Blouin ARTINFO’s ‘Top 30 Under 30’ in Canada, Bennett’s conceptual 
practice explores notions of re-appropriation, appropriation, reclamation, participation 
and the artefact within traditional and contemporary Indigenous art forms.2 

In conversation with Daniel Browning, for With Secrecy and Despatch, Bennett 
discusses parallels between the historical landscapes of Australia and Canada. He 
explains that: 

“The similarities are unbelievable, especially for me coming from the island of 
Newfoundland. I’m from the Mi’kmaq Nation and our closest relatives from the Island 
are called the Beothuk people. They met the same history as a lot of the Indigenous 
people here, and especially in Tasmania. [The Beothuk people] were completely wiped 
out in what has been described as ‘open season’. The last known person from Beothuk 
Nation, named Shanawdithit, died in 1829. In the last few months of her life, she started 
to record her history and preserve it in the best way she could, through drawings and 
art.”3 

Developing a practice that ‘speaks for those who don’t have a voice anymore’, Bennett 
also discusses the cultural, social and political role re-appropriation and appropriation 
play in addressing the conflict between popular culture and the dissemination of 
Mi’kmaq and broader Indigenous cultures. Referring to popular culture as a ‘jumping 
off’ point Bennett states that: 

Turning Tables, 2010
Sound Installation

Walnut, Spruce, Oak and Electronic Components
Image courtesy of the artist 

2. Bennett, J. (2016). Jordan Bennett: Biography. [Online] Available at: http://www.jordanbennett.ca/aboutartist/#about

3. Browning, D. & Bennett, J. (2015). With Secrecy and Despatch Interview. Campbelltown Arts Centre
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“Popular culture is familiar and recognisable for audiences. When you have a jumping 
off point like that, you can address issues from the past, present and future. You can 
create a beginning for a new conversation…I do this through re-appropriating images, 
sayings and stereo-types of Indigenous culture…For example, it’s such a huge thing 
in music festivals for all these young, hip kids to be wearing ‘Indian’ head dresses…
We have a lot of powerful musicians and artists who won’t play a show if they see 
someone wearing a head dress or a shirt with a skull and head dress. They’ll go and 
say, ‘do you know that you’re causing people to think that this culture is extinct, that 
these people no longer exist? So we have power through re-appropriating popular 
culture to address these statements. Once you do that, the next generation will be 
more in tuned to that and keep that cultural pride for generations to come.”4 

Bennett’s sound installation, Turning Tables (2010), evidences this dichotomy 
between the re-appropriation of popular culture and the dissemination of Indigenous 
culture. Turning Tables (2010) is a fully functional, hand-carved turntable made from 
hardwood. Wooden discs play the sounds of Bennett learning his native language, 
Mi’kmaq. He says: “I attempt to provoke the viewer to question and interpret the 
authenticity of these ‘Indian artworks and artefacts’ and what it is to be ‘Indian’ in 
contemporary North American society.”5

Turning Tables, 2010
Sound Installation

Walnut, Spruce, Oak and Electronic Components
Image courtesy of the artist 

4. Browning, D. & Bennett, J. (2015). With Secrecy and Despatch Interview. Campbelltown Arts Centre

5. Vancouver Art Gallery, (2012). Beat Nation: Teacher’s Study Guide. [Online] Available at: https://www.vanartgallery.bc.ca/pdfs/Beat%20Nation%20

    Teachers%20Study%20Guide.pdf
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K – 10 Activities

Visual Art
“Do you know that you’re causing people to think that this culture is extinct, that these 
people no longer exist?  We have power through re-appropriating popular culture to 
address these statements.”

1. Inspired by Bennett’s practice, pick an image from popular culture. Use appropriation 
or re-appropriation to produce an artwork that creates a new meaning for this image. 

2. After visiting the exhibition and seeing Bennett’s work in With Secrecy and Despatch, 
design a crest that symbolises your personal qualities and identity. Consider how you 
may use appropriation and cultural, political and/or historical references inspired by 
Bennett’s new work.    

11 – 12 Activities

Visual Art
“Popular culture is familiar and recognisable for audiences. When you have a jumping 
off point like that, you can address issues from the past, present and future.”

Consider the above statement by Bennett and investigate his sound installation, 
Turning Tables, through the Post-Modern Frame.

1. Outline what materials and practical techniques Bennett has used. 
2. Describe how Turning Tables, employs satire, irony and/or humour.
3. Discuss how Turning Tables, uses appropriation. 
4. Explain how Turning Tables, references mass media and popular culture. Suggest   
    why the artist has made these references. 
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Cheryl L’Hirondelle
Cree Nation, Alberta

Born in 1958, in Edmonton, Alberta
Lives and Works in Toronto, Ontario

35

There is definitely a common theme in all my work 
there’s a part of Cree world view which is about radical 
inclusivity, there’s a lot of indications from the language 
where we know that when we’re speaking we’re 
addressing everyone we are addressing anything 
animate in our world view. - Cheryl L’Hirondelle 2012 1

Image courtesy of the artist 

1. L’Hirondelle. C, Shapeshifters, Ontario Arts Council, Published on Oct 23, 2012. [Online] Available at: https://www.youtube.com/channel/  

   UCWUySK2rmish4F_60wEoz2w



Artist Profile

Cheryl L’Hirondelle was born in 1958, in Edmonton, Alberta. Since attending the 
Alberta College of Art, she has worked as an arts programmer, cultural strategist, arts 
consultant, workshop facilitator, administrator, curator and university instructor. Since 
the early 1980s L’Hirondelle has had an inter-disciplinary practice that includes music, 
theatre, endurance-based performance art, interactive projects, poetry, storytelling, 
site-specific installations and new media.2  Reflecting upon her matrilineal Indigenous 
and patrilineal European heritages, L’Hirondelle explains that she has always ‘felt on 
the margins and made work to either express that point of view, or to work with others 
who she perceives to be excluded from the mainstream.’ Investigating the impact of 
Canada’s colonial and post-colonial discourse, L’Hirondelle’s practice creates a junction 
between a Cree worldview (nêhiyawin) and contemporary time and space.’3   

Marginalised by the dominant linear narratives and exclusionary modes of expression 
that have influenced popular understandings of Canada’s past, present and future, 
L’Hirondelle examines her family’s history and her own memories within a Cree 
worldview. Complex and multifaceted, a Cree worldview can be broadly described 
through four fundamental elements: the relationship between an individual and the 
land is reciprocal; thinking is cyclical rather than linear; life is holistic; time is flexible, 
things will happen when the time is right.4  These principles inform L’Hirondelle’s 
artworks such as Why the Caged Bird Sings: Here I Am (2013), êkâya pâhkaci: don’t 
freeze up (2005), Uronndnland (2004) and cistêmaw iyiniw ohci: for the tobacco being 
(2001).

Detail, Uronndnland (wapahta ôma iskonikan askiy)
 2004

Installation
Rocks adjacent to the TransCanada Highway

Image courtesy of the artist 

2. Vancouver Art Gallery, (2012). Beat Nation: Teacher’s Study Guide. [Online] Available at: https://www.vanartgallery.bc.ca/pdfs/Beat%20Nation%20

    Teachers%20Study%20Guide.pdf

3. L’Hirondelle, C. (2015) Artist Statement.

4. Warren, D. (2007). Nêhiyawin: Cree Worldview. [Online] Available at: http://conundrumonline.org/Issue_5/Cree_Worldview.htm#Cheryl_4
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Uronndnland (wapahta ôma iskonikan askiy)
2004

Installation
Rocks adjacent to the TransCanada Highway

Image courtesy of the artist 

L’Hirondelle’s Uronndnland (2004) is a site-specific installation consisting of six foot 
high rock letters positioned along the side of the TransCanada Highway bordering 
the Morley Reserve. 

The rocks spell out a phrase in Cree syllabics, “wapahta ôma iskonikan asky,” that 
roughly translates as “Look at this Reserve—an unwanted strip of land.”5 As the 
public engages in this junction between Cree worldviews and the contemporary 
landscape, they are invited to examine the consequence of colonial notions of 
custodianship and ownership. Reading, ‘Look at this Reserve—an unwanted strip 
of land’, Uronndnland challenges the audience to question to whom this space is 
considered unwanted. For L’Hirondelle and the Plains Cree, they believe:

“That nearly everything has a spirit essence. All living things, plants, animals, people, 
storms, and some inanimate objects have souls. This belief demands a deep respect 
for the natural world.”6 

Through her ongoing engagement with the land and community, L’Hirondelle’s 
practice embodies the Cree worldview that thinking is cyclical and time flexible. 
Artworks such as Uronndnland, challenge dominating linear narratives and attempt 
to make a difference in the world; to include and to give voice and presence to that 
which continues to be under-represented.’7

5.Vancouver Art Gallery, (2012). Beat Nation: Teacher’s Study Guide. [Online] Available at: https://www.vanartgallery.bc.ca/pdfs/Beat%20Nation%20

    Teachers%20Study%20Guide.pdf

6. Beat Nation, (2009) Cheryl L’Hirondelle Bio. [Online] Available at: http://www.beatnation.org/cheryl-lhirondelle.html 

7. L’Hirondelle, C. (2015) Artist Statement.
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K – 10 Activities

Visual Art
Presented as a series of photographs, Uronndnland, uses elements from the landscape 
to comment on the cultural, environmental and social impact of Canada’s colonial past. 
Using found objects and collected images, create a text based installation or mixed 
media collage that that comments on the positive or negative aspects of that object. 
You may consider the following examples.   

Environment: Using party balloons, bottle caps, plastic bags, fishing line, food wrappers, 
aluminum cans, etc, construct a text based mixed media collage that informs that 
public of how long these objects take to break down in the environment.

Technology: Using old mobile phones, keyboards, USB cables, chargers, etc, construct 
a text based installation that comments on the role of technology in globalisation.

L’Hirondelle sees this approach as a form of Indigenous graffiti. It conveys a message 
by manipulating but not destroying or damaging the environment. 

Consider the concept of Indigenous graffiti; using the cultural frame, suggest why an 
artist may choose to create a temporary, non-damaging work.       

Imagine your own art work using this concept of graffiti which doesn’t damage the 
environment. What sort of message would you like to send to people on the street 
or on a neglected piece of land? What could  you use that would send your message 
without damaging property?  

11 – 12 Activities
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Marianne Nicolson
Dzawada’enuxw Tribe of the Kwakwaka’wakw Nations, Pacific Northwest Coast

Born in 1969, Comox, British Columbia
Lives and Works in Victoria, British Columbia

I see it as a kind of social engagement to look at 
social injustice issues for Indigenous people…I do 
tremendous academic research and community 
based involvement, in terms of regenerating notions 
of traditional governance and addressing colonisation 
within our communities - Marianne Nicolson, 2015 1 

1. Browning, D. & Nicolson, M. (2015). With Secrecy and Despatch Interview. Campbelltown Arts Centre
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Artist Profile

Marianne Nicolson was born in 1969, in Comox, British Columbia. She is a descendent 
of the Dzawada’enuxw Tribe of the Kwakwaka’wakw Nations, situated on the Pacific 
Northwest Coast of Canada. In the early 1990s Nicolson began her training under the 
apprenticeship of Wayne Alfred and Clarence Moon in traditional Kwakwaka’wakw 
drawing, painting and carving. Since then, she completed a Bachelor of Fine Arts from 
the Emily Carr Institute of Art & Design (1996), a Masters in Fine Arts (1999), a Masters 
in Linguistics and Anthropology (2005) and a PhD in Linguistics, Anthropology and Art 
History (2013) at the University of Victoria.2  Encompassing an extensive knowledge of 
traditional Kwakwaka’wakw culture and Western European art, Nicolson defines her 
practice as:

“Highly politicised. I see it as a kind of social engagement to look at social injustice 
issues for Indigenous people…I do tremendous academic research and community 
based involvement, in terms of regenerating notions of traditional governance and 
addressing colonisation within our communities.”3 

Whilst committed to altering the broader contemporary landscape, Nicolson often 
draws motivation from her personal experiences within her own homeland. She 
explains that the histories she, and her people, have experienced in Canada and 
within her own territories, have been extraordinarily tragic and relatively unknown 
within the popular understanding. Her practice seeks to bring these understandings, 
events and knowledge to the social forefront.4  In an address, at the Mendel Art 
Gallery in Saskatoon, Canada, Nicolson described some of the historical, cultural and 
personal narratives that influenced Cliff Painting (1998). Referring to Copper (1921), 
depicted on Page 41, she explains that:“The year 1921, was very significant for the 

Cliff Painting
1998

Red Ochre Copper on Kingcome Inlet Cliff
Approximately 15x10m

Image courtesy of the artist 

Detail, Cliff Painting
1998

Red Ochre Copper on Kingcome Inlet Cliff
Approximately 15x10m

Image courtesy of the artist 

2. The Medicine Project, (2012). Marianne Nicolson: Cliff Painting. [Online] Available at: http://www.themedicineproject.com/marianne-nicolson.html

3. 4. Browning, D. & Nicolson, M. (2015). With Secrecy and Despatch Interview. Campbelltown Arts Centre
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Copper, 1921
Red Ochre Copper on Kingcome Inlet Cliff

Kwakwaka’wakw people, as it was the kind of culmination of the oppression of our 
practices. In 1921, the Kwakwaka’wakw Indian Agent William Holiday was successful 
in incarcerating a number of our people for potlatching. Potlatching was our way of 
remembering, delineating and keeping track of our political and social standings...in a 
way it was our parliament. This was a severe blow to our understanding of ourselves 
as Kwakwaka’wakw people. But significantly, my great grandfather’s brothers held 
potlatches that year, and in order to mark the occasion they had these ‘coppers’ 
painted down at the mouth of the river.”5 

Considering her active engagement in regenerating customary Indigenous 
governance, we can begin to understand Nicolson’s interpretation of these coppers 
as a ‘sign of resistance and assertion, despite how the Kwakwaka’wakw people were 
being oppressed by an outside legislative position.’ Cliff Painting, is both a personal 
and collective site/sign of ‘resistance and assertion’ for Nicolson, who defines this 
copper as a:

“Declarative statement that the lands that we were in were Dzawada’enuxw lands 
and that in our opinion, we were there, we were there to stay and that we had an 
intrinsic history in that landscape that we were going to uphold.”6 

Drawing back to her intertwining of Kwakwaka’wakw culture and Western European 
art, Nicolson’s highly politicised response to Canada’s colonial past, is also deeply 
embedded with cultural reverence:  

“It was created to recognise the connection of the Dzawada’enuxw People to their 
home territory. The painting depicts a large copper. Within the upper shield portion 
is the wolf Kawadilikala, the original ancestor of the Dzawada’enuxw. He brings a 
treasure box down with him from the mountains…the box rests on his back and 
on the front of the box is the image of the sun. The sun appears to be rising up 
from behind Kawadilikala’s back and signifies hope for the future. The four stars 
on the lower portion of the copper symbolise the four tribes of the Musgamagw 
Dzawada’euxw Nations.”7

5. 6.  Mendel Art Gallery, (2014). Marianne Nicolson Artist Talk. [Online] Available at: https://www.youtube.com/watch?v=k7_Mt4cB7tM 

7. First Peoples Heritage, Language and Culture Council, (2014) Marianne Nicolson. [Online] Available at: http://maps.fphlcc.ca/marianne_nicolson
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K – 10 Activities

History 
“Potlatching was our way of remembering, delineating and keeping track of our 
political and social standings...in a way it was our parliament.” 

Consider this statement and research practice of potlatching.

1. Outline where potlatching is practiced.
2. Describe the cultural and social functions of a potlatch.
3. Discuss the impact of outlawing potlatching, for First Nations cultures.

“Nicolson began training under the apprenticeship of Wayne Alfred and Clarence 
Moon, in traditional Kwakwaka’wakw drawing, painting and carving.” 

Investigate how Nicolson employs traditional histories and practices in Cliff Painting 
(1998), Bakwina`tsi: The Container for Soul (2006) and Walking on Water (2013).

1. Describe the subject matter portrayed.
2. Discuss how Nicolson has been influenced by culture, politics, religion, beliefs or 
    historical events.
3. Explain how these artworks are a reflection of cultural experiences.
4. How do people in your neighbourhood mark and claim their territory with visual    
    symbols? Identify one of these visual symbols (eg. graffiti, a mural, a garden) and  
    compare and contrast this work with Nicolson’s Cliff Painting (1998). 

11 – 12 Activities

Visual Art
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Adrian Stimson 
Siksika Nation, Alberta

Born in 1964 in Sault Ste. Marie, Ontario
Lives and Works in lives in Saskatoon, Saskatchewan

[Indian Residential Schools] Instruments of genocide; 
they created disorientation, isolation, pain and death 
and ultimately broke many human spirits. I can imagine 
many children peering out of these windows, longing 
to be home with their families. Their reality, however, 
was confinement similar to being smothered by a 
pillow. - Adrian Stimson 2015 1

 1. Browning, D. & Stimson, A. (2015). With Secrecy and Despatch Interview. Campbelltown Arts Centre
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Artist Profile

Adrian Stimson was born in 1964, in Sault Ste. Marie, Ontario. He is a member of the 
Siksika (Blackfoot) Nation in Alberta, where he served as tribal councillor for eight years 
in the 1990s before leaving to pursue a career in art in 1999. Stimson graduated with a 
Bachelor of Fine Arts from the Alberta College of Art and Design (2003) and a Master of 
Fine Arts from the University of Saskatchewan (2005). Describing his practice as ‘inter-
disciplinary’, Stimson explores painting, sculpture, wet plate photography, installation, 
and is best known for his performance art. Allowing the concept to influence his 
choice of media, Stimson reflects upon Canada’s oppressive histories, his Indigenous 
heritage, and his family’s lived experiences, to investigate notions of cultural genocide, 
punishment, identity and the re-signification of post-colonial history.2 

In conversation with Daniel Browning, for With Secrecy and Despatch, Stimson 
discusses parallels between the histories of Australia’s Stolen Generations and 
Canada’s Indian Residential Schools. He explains that the Canadian Federal government 
instituted a program that saw over 150,000 First Nations children abducted and placed 
into residential schools.3  Combining elements of his Siksika (Blackfoot) heritage and 
the inherited knowledge and understanding of his family’s lived experience at the Old 
Sun Residential School, Stimson’s installation Sick and Tired (2004) explores identity, 
history and transcendence. Stimson describes Sick and Tired as consisting of:

“Three Old Sun Residential School windows, filled with feathers and back lit, and an 
old infirmary bed from the same school, with a bison robe folded into a human shape 
placed on its springs. The bed is illuminated from the top to create a shadow beneath 
similar to a stretched hide.”4 

Sick and Tired
 2004

Installation
Windows, Feathers, Lighting, Bed and Bison Robe

Courtesy of the artist and Truck Gallery

2.  Canadian Art, (Unknown). Artist: Adrian Stimson. [Online] Available at: http://canadianart.ca/artists/adrian-stimson/

3.  Browning, D. & Stimson, A. (2015). With Secrecy and Despatch Interview. Campbelltown Arts Centre

4.  Stimson, A. (2009). Used and Abused. Humanities Research. 15(3), p.1 
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Accompanied by works such as Old Sun, Inhumation and Desperate Commons: Gym 
Acts, as part of Stimson’s solo exhibition Old Sun (2008), Sick and Tired, confronts the 
audience with the cultural and personal experiences lived by hundreds of thousands 
of First Nations children in residential schools across the Americas. Stimson’s work 
re-defines Indian Residential Schools as: 

“Instruments of genocide; they created disorientation, isolation, pain and death and 
ultimately broke many human spirits. I can imagine many children peering out of 
these windows, longing to be home with their families. Their reality, however, was 
confinement similar to being smothered by a pillow. Sickness and disease were and 
still are a reality for First Nations, a legacy of illness represented by the infirmary 
bed. How many people lay sick, tired, dying or dead on this bed is not known, yet 
I feel the heaviness of its presence, a state that exhausts me physically, mentally, 
emotionally and spiritually.”5

For Stimson, the use of buffalo serves a dual purpose. The hide functions as a literal 
representation of the human form but also references a deeper cultural connection 
to the animal. In reference to this practice, Stimson explains:  

“…I use the buffalo a lot in my work, as a metaphor, but also as an allegory to the 
Siksika people. At one time in the Americas there were over 75 million bison and in a 
short period of time they almost became extinct…My people as a plains tribe, relied 
on the buffalo for everything, so this completely changed our way of life. Using the 
buffalo as a human form, also speaks to our kinship and relationship to that animal.”6 

Creating a space for contemplation, Sick and Tired, reflects upon Canada’s histories 
of dispossession, oppression and tragedy, challenging the audience to examine their 
relationship to the past, present and future. For Stimson, creating this installation 
has been a way to exorcise and transcend the colonial project, a way to forgive, heal 
and obtain a state of grace.7 

Sick and Tired
2004

Installation
Windows, Feathers, Lighting, Bed and Bison Robe

Courtesy of the artist and Truck Gallery

5. Stimson, A. (2009). Used and Abused. Humanities Research. 15(3), p.1 

6. Browning, D. & Stimson, A. (2015). With Secrecy and Despatch Interview. Campbelltown Arts Centre

7. Stimson, A. (2009). Used and Abused. Humanities Research. 15(3), p.1
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K – 10 Activities

HSIE
Influenced by his family’s experiences of the Old Sun Residential School, Sick and 
Tired, asks the audience to question the historical, current and future impact of this 
program on Indigenous culture. Investigate the Old Sun Residential School and answer 
the following questions.

1. Outline where the title ‘Old Sun’ originates.
2. Outline what the site of the Old Sun Residential School functions as today.
3. Describe the purpose of the Old Sun Residential School during and throughout its   
    establishment. 
4. Discuss the impact of this institution on the First Nations people.

“How many people lay sick, tired, dying or dead on this bed is not known, yet I feel the 
heaviness of its presence, a state that exhausts me physically, mentally, emotionally 
and spiritually.”

Consider the above statement and look at Stimson’s installation Sick and Tired. Describe 
your emotional response to this work and explain what visual qualities make you feel 
this way.

11 – 12 Activities

Visual Art
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The creation of this soundscape began with a visit to the site at Cataract Dam. We all 
felt there was an eerie stillness to this place, a sense that something significant had 
happened there. You could see its beauty but you had to understand it on another 
level - as a place of conflict and loss.

According to the recounting of events the sound of a baby crying betrayed the 
location of the Dharawal peoples’ camp. One lingering feeling related to ensuing 
events was the heartbreaking implication of lives cut short – including the life of that 
little baby, yet to begin its own. The echoes of those baby cries form the foundation 
of the piece – from the pulsing heartbeat to the melodies mimicking her cry.

The lyrebird is also a renowned mimic and totem of the local Dharawal people. Live 
sounds of the lyrebird were incorporated into the work, along with other natural 
sounds and textures that represent an interpretation of events. 

Singing things up is a way of waking up both the good and the bad.

Nardi Simpson and Amanda Brown
March 2016

Exhibition Composition
The Sound of Time and Place - Commission Composition

Artist Statement; Nardi Simpson and Amanda Brown 
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Education Resource Written By: Wesley Shaw

CONTACTS AND ENQUIRIES
For school excursions, artist incursions or general exhibition enquiries, please contact: 
Edwina Hill | Education & Public Programs Officer
Edwina.hill@campbelltown.nsw.gov.au
(02) 4645 4298 
 

 


