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ABSTRACT 

This thesis represents memory - erasure and the recovery of 

history through the discipline of visual arts and medium of 

installation. 

This work brings visibility and presence to and respect for the 

untold stories of Stolen Generation people on Larrakia country 

and their connection to the wider Darwin community and sites of 

significance within the landscape. 

It draws from national Stolen Generation narratives and the 

collective experiences of Indigenous histories to construct a 

common ground for community spirit to acknowledge and 

embrace the diversities and differences of cultural heritages. 
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Chapter 1. 

INTRODUCTION 

Memory-The Erasure and Recovery of History 



In seeking to activate the memories of family members as a 

primary source of history related to particular sites of significance 

located in Darwin, this thesis is an opportunity for me to echo a 

voice or position that is personal, and accessible at a wide 

grassroots and community level: 

As the twentieth century unfolds to a new 

millennium, many voices and forums are converging 

to form a new perspective. Many of these voices 

belong to Indigenous peoples... 

(Battiste, M. 2001: xvii) 

Underlying this research are Indigenous cultural heritage and 

Stolen Generation issues which are reiterated throughout the 

thesis. My decision to write in this manner is influenced by the 

diverse spectrum across the Darwin population (and most 

importantly our Indigenous elders), who are able to recognise and 

understand the text, voice, language and location in this paper. 

Also recognising the inclusiveness of the non-Indigenous 

community's participation and acknowledging their affiliation to a 

Larrakia site of significance via a common dialogue as to the 

institutionalised writings of academia. Therefore, this thesis is 

not intended to be a scholarly explanation or an academic 

discourse. Rather it is an accessible and social document 

containing the history and the processes of ideas from film 

research to the art medium of installation. 

The thesis combined with the installation gatherings allows us to 

realise that a non-visual event becomes art, by performance, 

action and audience inter-reaction with me, the artist. This 

gathering to me is a social, political, performance/action, which 
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deconstructs the boundaries of art and defines an event, as a 

work of art. 

What I have been trying to attain in my research is a 'bigger 

picture' perspective on the stories that I have been gathering over 

the past decade, and ensuring their preservation via the film 

genres of documentary and drama and the art medium of 

installations. Thematically, I keep on coming back to conceptions 

of memory, the erasure and recovery of history: 

So the memories that I have of this place 

aren't really memories, I suppose. They're 

stories, but they're there. They're here. They 

are sort of like not memories of my mother or 

my father or my family here, but it's like 

they've instilled a memory or they give me 

a story. They give it back. 

See ... I believe in Aboriginal people. I 

believe that's what they do. When they give 

you a story they give you back. The story is 

you and they gave me back ... they just gave 

me back to ... me. So I know I was here 

on the riverbank ... even though I was a 

baby 

Memories. It's not so much what we think in 

our minds. It's what we feel in our hearts, 

what we remember in our souls. 

(Roach, A 2000) 
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As a visual artist, I continue to produce paintings and 

installations and since 1994 I have worked as a filmmaker in the 

genres of documentary, drama and variety television. Over the 

years, working in these mediums has provided the means of 

representing in my work the accounts witnessed and experienced 

by individual members of the Stolen Generation of Aboriginal 

children who were taken from their families and placed in 

government institutions throughout Australia. This affords me 

the honour and opportunity to support Indigenous peoples who 

have taken on the enormous task of projecting Aboriginal people 

back into the Australian landscape of memory and place. In this 

sense I acknowledge the views of Indigenous people who identify 

that our histories have been erased or were never represented in 

mainstream as accurate accounts of written history. The erasure 

of Indigenous history and the unjust treatment of Indigenous 

people in Australia has been acknowledged in the major 

Commonwealth Inquiry into the Stolen Generation: 

In no sense has the Inquiry been 'raking over the past' 

for its own sake. The truth is that the past is very 

much with us today, in the continuing devastation of 

the lives of Indigenous Australians. That devastation 

cannot be addressed unless the whole community 

listens with an open heart and mind to the stories of 

what has happened in the past and, having listened 

and understood, commits itself to reconciliation. 

(Commonwealth of Australia 1997: 3) 

The task of recovering our memory and rewriting and representing 

our stories is crucial to the process that allows us to 'reclaim and 

define our identities' and our history (Tuhiwai Smith, L 1999: 32). 



This must be done quickly and the most natural way is through 

the tradition of oral history and through visual expression: 

The power of visual media as a means of knowledge-

creation is only hesitantly grasped by many in public 

life, especially in Australia... 

The body, spirit, philosophy and aesthetics of 

Aboriginal Australia were imperceptible within the 

common construction... 

Aboriginal people themselves have created new 

discursive strategies and seized upon the spaces of 

representation opened up by the fading of the 

imagination.., by the urgent need for a new dialogue 

between film and video-makers of all kinds, Aboriginal 

and non-Aboriginal, artist and populist, in the context 

of a deliberate act of decolonisation. 

(Hamilton, A 1993: 6) 

As an artist I am interested in and constantly involved in 

disseminating oral histories in film and installation. As a Larakia 

man I am intent on looking at the shaping of my identity, voice 

and position and also acknowledging the past to heal the present 

and shape the future. 

I believe that memory is sovereign territory because in my view, 

identity can be seen as a position within a context. I maintain 

that because Indigenous identity has been contextualised within a 

white out or exclusion from contemporary history, a 

'repositioning' of Indigenous identity within history has to occur to 
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create an inclusive history in which all people can locate 

themselves. Pearson states that: 

The 'settlement theory' of Australia's history is an 

exclusive one in which Aboriginal people can't locate 

themselves. Firstly, because their suffering, their 

endeavours and interactions.., their very existence is 

disregarded by it. Secondly, there is simply too great a 

discrepancy between this national mythology and the 

reality of Aboriginal people. 

(Pearson, N 1995: 53) 

Considering re-positioning in this context, I believe that it can 

only take place via an exploration of my own and others' personal 

history. Presenting family and other individual testimonies is an 

exercise in the recovery of a wider Indigenous history. Tuhiawai 

Smith (1999) points out that Indigenous peoples continue to 

struggle against a non-Indigenous colonial view of history based 

upon exclusion rather than inclusion and argues that: 

Indigenous attempts to reclaim land, language, 

knowledge and sovereignty have usually involved 

contested accounts of the past.... These [struggles] 

have occurred in the courts, before various 

commissions, tribunals and official enquiries, in the 

media, in Parliament, in bars and on talk back radio. 

(Tuhiwai Smith, L 1999: 33) 

Through my art works I demonstrate that the challenge to 

Australians living in a state of denial or suffering with cultural 

hang-ups is to recognise that alternate version of history. To 



understand the present, one has to understand the past. I would 

like to see a truly national identity for our country, one that is 

inclusive and respects the histories and cultural heritages of all 

Australians. 

I reiterate that; as a filmmaker, artist and a traditional landowner 

of the Darwin region, my aim is to voice the issues, concerns and 

processes that define my cultural heritage and identity as a 

Larrakia man who is an Australian citizen. My voice, emotion and 

passion will be represented by my identity and my connection to 

people and sites of significance. The personal accounts of family 

and others that I identify with, and the research I have 

undertaken in order to explore my own journey and the journeys 

of others will be used to add to this dialogue. My personal 

journey 'allows me the space to speak, be creative and be 

[Larrakia]' (Tuhiwai Smith, L 1999: 199). 
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Chapter 2. 

RECLAIMING THE PAST: 
Restoring Memories, Reframing the Visual Landscape 



The framework and process of the thesis. 

The thesis is set within the framework of visual arts through the 

medium of installations that express the emotions associated with 

conceptions of memory and the erasure and recovery of history. 

The meaning behind my works are a matter of understanding the 

past and untold history of the local and national experience of the 

Stolen Generation, which is directly linked to my connection to 

and motives for creating these installations. 

Throughout the thesis I give primacy to Indigenous voices 

speaking from the lived experience as Stolen Generation 

dispossessed people and identify the significance of memory in the 

translation of history through visual art. Moreton-Robinson 

(1998) supports the deployment of narratives that recognise the 

importance of Indigenous voices and asserts that: 

Our life [stories] speak of the practical, political and 

personal effects of being the "other". Through self 

presentation we are the subject of our gaze rather 

than the object of white anthropological scrutiny and 

knowledge. 

(Moreton-Robinson, A 1998) 

The power of visual arts as a 'narrative' 

My experience in visual arts provides me insight and inspiration 

into the power of these forms of artwork. In 1997, I directed and 

co-produced a six part television series called Artist Up Front. The 

series profiled six artists who are working at the cutting edge of 

change and redefining what is Aboriginal and what is art. One of 
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the artists Gordon Bennett, a painter and multi-media 

practitioner, discusses his conversion to the arts and to 

radicalism from the time he enrolled as a mature age student. His 

complex and intellectually demanding works analyse and critique 

racism and historicism. It was in making Artist Up Front, as we 

kept coming back to memory, that it hit home that I had been 

given an uneven account: 

The centre panel basically deals with a newspaper 

photograph that was taken of my mother in the 

missionary institution where she was learning to 

become a religious missionary... My mother, Grace 

Franks was pictured polishing the stairs. This was 

her role as a servant but I wondered what did this 

have to do with learning to be a missionary. She was 

learning domestic duties which seems to me that a 

civilization that is based on a slave society is terribly 

uncivilized. 

I used to be a believer in what it meant to be an 

Australian... its pioneering spirit. Because I grew up 

indoctrinated into that as an average Australian 

person I didn't realise I had an Aboriginal heritage. 

(Bennett, G Artist Up Front) 

I realised memory was the key to recovering our absent 

Indigenous history. As Gordon says: 

Civilisation is based on a slave society... 



It seems that when we actually remember our past 

remember our history that kind of makes non-

Aboriginal people very uncomfortable... 

Every year ANZAC day comes around and is 

celebrated and that's sort of paraded before 

everyone.., its celebrated with whole hearted zeal. . .just 

seems very strange that only Aboriginal people should 

forget about the past... 

Australia has a long history of silence.., big gaps in its 

History things that they don't want to talk 

about... that they don't want to remember... I find that 

a very hard pill to swallow because I had to stay silent 

just to get on ... just to fit in. 

Imagery repression... historical repression event's that 

no one really wants to talk about... particularly on 

Australia Day. 

So we got memories arrested in space they are being 

painted out... repressed imagery designed to the 

unconscious of history of dreams ... you see the scares 

are still there, the memory of the stained paint is still 

there... so its not totally repressed ... you can still see 

its trace... 

.Things aren't linear.., there's always things that 

have to be left out to make that illusion... things that 

get painted out of history, things that get written out 

of history, like the history of black people.. .what we 

get left with is the history of white people... 
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(Bennett, G 1997) 

Gordon's outlook awakened a grim realisation that lingered within 

me. His confronting and violent paintings became the seeds of 

stimulation as I was inspired and influenced by his art. Later, as I 

researched for a number of documentaries it was startlingly clear 

that research references did not exist and that memory was all 

and had to be the authority. 

Like Gordon I came from a painting background before I moved 

into filmmaking. Researching the documentaries, Artist Up Front, 

Buffalo Legends, Wrap Me Up In Paperbark and Land Of The Little 

Kings, exposed me to a number of emotional and personal 

accounts. There was unfinished business associated with these 

memories and expressing them began a healing process. A 

generation of voices had been muted for so long. I felt that it was 

the responsibility by all to encourage memory and history a voice 

for future generations. This allows us to recognise how low self-

esteem is developed and negative attention is affecting us. Once 

identified, the community now can look at ways of dealing with 

the past and moving forward. 

An interview in the documentary Black Magic affected me 

emotionally. I needed to bring the interview back as some sort of 

art form but I could not paint the impact of the testimony. For me 

the installation was the way I could tell people again about the 

experience of the interviewee that had touched me and left an 

ever-lasting impression. It is something I needed to do and it 

freed me to convey this emotion. This freedom has encouraged 

me to express Stolen Generation accounts and Indigenous issues 

in an artistic and healing manner. 
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Intent of the installations 

The installations and visual statements conceived of and 

presented in this thesis were designed to create a communal 

acceptance and provoke a unifying understanding that history, 

via memory, must be recovered on behalf of Aboriginal people. 

Therefore, my work represents our Larrakia identity and 

connection to Larrakia Country and the protection and 

preservation of our cultural heritage. 

The sorts of acknowledgments and recognition that I hope my 

installations achieve will contribute to the healing of people and 

places; the people being all Indigenous Australians and the places 

being key sites of significance for Darwin people. Both people and 

places were and are exposed to the harm of establishment 

attitudes and policies. It is common knowledge amongst family 

members who were institutionalised at Kahlin Compound that 

they had non-Indigenous friends who realised their situation and 

were willing to advocate on their behalf, such as Xavier Herbert 

who stated: 

In the early days it was pretty tough because I was 

the only one in the whole territory and they use to yell 

at me blackfella and nigger and various things like 

that and I used to call them white bastards but that's 

a long time ago... 

They have a very satisfying philosophy..., the 

Aboriginal philosophy... anybody that knows anything 

about it... is as satisfying as people could get, they 

have a satisfaction and belief that we don't have, it's 

hocus pocus of course, but so is anything of ours, 
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living our pragmatic lives with nothing at the back of 

us except personal greed... 

(Interview Herbert, H 1983 ABC TV cited in Buffalo 

Legends 1997) 

Historically, Larrakia people of Darwin have been excluded from 

discussions and decisions over Larrakia land. Justice Peter Gray, 

Northern Territory Aboriginal Land Commissioner, acknowledged 

this exclusion and our consistency in fighting for our land (Gray, 

P, cited in Odegaard 2001). This was clearly stated in the 

successful Kenbi Land Claim determination by Justice Gray in 

that the Larrakia Traditional Owners are a class of people which 

'plainly includes all the claimants' (Aboriginal Land Commissioner 

(Justice Peter Gray) 2000: 187). The NLC Chief Executive, 

Norman Fry commented that the Larrakia Kenbi land Claim 

wrapped up 23 years of courtroom battles to achieve ijustice' for 

Larrakia despite the redrawing of the Darwin town boundary to 

increase the area of land, which by law cannot be the subject of 

land rights claims (Kenbi (Cox Peninsula) Land Claim 1984; The 

Kenbi (Cox Peninsula) Land Claim No. 37 2000). I maintain that 

aggressive property development in Darwin blankets our Larrakia 

homelands forever. The Kenbi Land claim contributes towards 

recovering and healing some of the past wrongs: 

This win brings justice to the Larrakia after a long 

fight. Our claim was fought tooth and nail by the 

Northern Territory Government who simply did not 

want to acknowledge our existence for many years. At 

one stage they attempted to expand Darwin's town 

boundaries to the size greater than London just to 

wipe out our claim.. .The Kenbi Land Claim has run for 

so long that many of our old people have passed away. 
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(Risk, B 2000 cited in Odegaard, D 2001) 

As our old people (many of whom are no longer with us) have 

stated: 'poor fella my country' (Herbert, X 1975). 

The installations: Memory, Closure & Stolen Generation 

The two installations are titled Memory and Closure. These 

installations are located at different sites in the Darwin area and 

reflect the experiences of the 'Stolen Generation' of Aboriginal 

people who were taken from their homelands and placed in 

government institutions (Roberts, P & Raymond, D 2000). The 

document is written in a language to be read and understood by a 

group of people whose voices were muted for decades, whose 

rights to country were extinguished and whose sites were 

decimated at the expense of progress. 

In short, Memory respects the people and Closure respects their 

relationships with places. Together, the installations attempt to 

explore and explain memory- the erasure and recovery of history 

and hopefully trigger in the audiences an emotional response to a 

location and the experiences of people of the stolen generation. 

This is articulated by Archie Roach in the Land of Little Kings 

(Roberts, P & Raymond, D 2000): 

People like me, we think in circles ... we make a journey 

in life, and life being a circle, we follow that circle. If 

that circle gets broken... people don't know what to do, 

they become confused... But there's a good way we can 

join that circle back up again and that's by reaching 

out. Joining hands. The circle's healed. Linked up, 

all people, together again. 
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(Roach, A 2000) 

The underlying issues that link these installations are inextricably 

linked to notions associated with the Stolen Generation and 

include advantage / disadvantage, heard/not heard, unfinished 

business! closure. 

A Larrakia position: history, struggles & survival 

I feel very fortunate and proud of the position I occupy as an 

artist/filmmaker whose voice recovers and echoes our plight and 

existence. Through my maternal grandfather, Rupert Mills, I have 

rightfully inherited the responsibilities as a traditional owner with 

the honour of looking after country. I am and will always be a 

Larrakia, a traditional landowner of Darwin region. 

The significance of recognising this position is further asserted by 

Tuhiwai Smith 1999 in that: 

In positioning myself as an Indigenous [person], I am 

claiming a genealogical, cultural and political set of 

experiences. . . .In my case these links were nurtured 

through my early years by my extended family 

relationships ...1 believe that our survival as peoples 

has come from our knowledge of our contexts, our 

environment ... we had to work out ways of knowing, 

we had to predict, to learn to reflect, we had to 

preserve and protect. 

(Tuhiwai Smith, L 1999: 12-13) 
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Throughout the history of the Larrakia we have had many battles 

and struggles only to be silenced by governments and ignorance. I 

have witnessed the efforts of individuals, groups and 

organisations tirelessly fighting the cause for indigenous people 

nationally and locally, over a long period of time. I have always 

known that one day, it will be my time to assume major 

responsibilities and continue the cause. Larrakia people are still 

in the process of recovery and extremely under-resourced to 

address the avalanche of progress. There is a community 

heartbeat that is palpitating in response to the explosion of 

development and encroachment upon identity, on place and on 

Larrakia land. 

Larrakia people have marched, protested and fought court battles, 

unfavourable decisions, and the ingrained ignorance and 

exclusion which has relegated us to the bottom rung of the social 

and political ladder. The struggles of Larrakia people over 

Larrakia lands have been news across Australia. Bill Day 

expresses in the words of a senior Larrakia man: 

cMany people have died on the crosswalk'. Five men 

from Kulaluk put up the Larrakia flag outside the law 

court. Kulamarini [Bobby Secretary] spoke in his 

language to the reporters. "Captain Cook put up the 

English flag to take our country for his King. Now we 

take back Darwin!" 

(Kulamarini (Bobby Secretary) cited, Day, B 2001: 25) 

Although many before me have successfully made in-roads to 

building a bridge of understanding (via entertainment, art, song, 

dance and music), only a small sector of the non-Indigenous 
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community has truly acknowledged and embraced our history 

and culture. Our struggles go on. 

Recognising the past, acknowledging the future 

Looking back at my ancestors' experiences, I am encouraged by 

my position as an artist/filmmaker to assemble an installation on 

the site of significance to the Larrakia and the non-Larrakia. My 

goal is to be inclusive, knowing the past and living the present. I 

feel our time is arriving, and I aim to encourage the present 

community of Darwin to embrace wholeheartedly an 

understanding of Larrakia history. I feel this can only be achieved 

by sharing a collective Darwin history and collaborating for major 

community participation and acceptance. The healing and 

smoking ceremony at the ex-Kahlin/ex-Darwin Hospital location 

seeks to bring closure to a site of significance for many people 

before another generic high rise occupies the seemingly empty 

space. This acknowledges not only the long history of Larrakia 

people but also the generations and contributions of non-Larrakia 

Darwin locals. 

Memories: protecting and our preserving cultural heritage 

The memories for Darwin people of the area of land occupied by 

Kahlin compound are both happy and sad. The recording of these 

histories differed amongst some of the Darwin families, however, 

Aboriginal people shared common experiences of isolation, 

separation and segregation. 

For example, my grand father Rupert Mills (a Larrakia man) was 

exiled on his own country and did not have the right to be with 
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his young family in the early years. My grand mother Binjuk (Alice 

Kreuger nee Mills) was sent to Kahlin compound (from her 

country near Elsey Station) after years of resistance. Her role was 

to look after her baby brother Alec and her sisters Aida Gibb nee 

Ahmat and Gladys Kreuger nee Ahmat who were forcibly removed 

from family and country. The importance of looking after each 

other in this way is linked to our kinship system, to keeping our 

culture alive and our families united despite the sufferings of 

being institutionalised. Bill Dempsey remembers these times: 

I remember when I first went to Retta Dixon Home I 

really didn't know anybody I was five years old and it 

was the most frightening time of my life. But because 

of the kinship system that was developed before I got 

there it was so easy to slide into the system. 

Retta Dixon people, especially the people I grew up 

with have got a special kinship and it's there today. 

We are all brothers and sisters and we all look after 

one another and we look for one another and it was a 

kinship that had to be developed for us to survive. 

(Dempsey, B 1997 Buffalo Legends) 

My Grandmother, her brothers and sisters including my mother 

and uncle were removed from their country and placed in Kahlin 

compound. Although their connection to the site is not an ideal 

one, there are happy and extremely sad memories associated with 

Kahlin. In an interview for the documentary Buffalo Legends, 

Aunty Hilda Muir speaks about her experience at this time: 



I had two children and I still had to go back to Kahlin 

Compound... still get locked up... instead of they come 

around permission to visit us no the only time they 

could come around was at night time and sneak 

around... to get into the hut Bill had to squeeze in 

through a little opening between the roof and the 

timber whatever to get inside and it was nice to see 

the ol' boy. Before the morning trying to squeeze out, 

get out again. Before the superintendent or whatever 

come around and unlock the doors. 

(Muir, H 1997 Buffalo Legends) 

Very sadly for the Larrakia, many were exiled in their own country 

from their own families. My mother, Barbara Raymond 

remembers: 

I knew my father because he to used come up to the 

playground, there was a playground there in Kahlin. 

He used to come to the playground to the fence and 

bring us food and drinks and whatever. Bread, 

biscuits and cool drinks. They had those big brown 

bottles that we used to sort of drink through the 

fence, that chicken wire fence. He never put it over. 

Maybe he thought we might break it, or cut ourselves 

because it was glass. He'd just open it and put it 

through the chicken wire. We'd see him coming you 

know. And that's why I said I don't ever remember 

being hungry. There was a whole lot of kids there, I 

don't know how many, but he'd bring a lot. He had a 

bicycle and over the bar would be a sugar bag - 

they'd cut like an opening on each side where they'd 

put things and it was sort of tied with wire to the 
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bicycle, you know at each end. It was a sugar bag 

anyhow and he'd have that full. I used to see him 

then when he used to come, you know, come to the 

playground. That's stuck in mind. 

(Raymond, B 2001: 51) 

My father Tiko Dennison Raymond was from the Tones Straits. 

His father was of Filipino Islander blood, my father's mother 

Jennon was of Malay Islander background. My father and his 

brothers arrived in Darwin way before WWII during the peak of 

the pearling industry. It was after the war that he met my mother. 

My siblings and I were born at the old Darwin Hospital. This is 

the physical connection that I have with this site along with many 

non-indigenous people. Thousands were born and died in this 

area. It is this rich cultural inheritance and knowledge of the 

often difficult circumstances imposed on my ancestors that has 

driven me to search for an understanding of my core beliefs and 

ambitions, like many other Australians particularly the 

indigenous community. 

This could have been a general observation of history but I believe 

that art is personal and so I link my bloodlines to country, my 

cultural heritage and the right to exercise my authority and my 

responsibility to do the kind of work that restores Aboriginal 

history. It is like following a power lead (my umbilical cord) to the 

source of where that power is generated. This source arises from 

my Larrakia ancestry. 
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Chapter 3. 

Memory & Closure 

Installing a Past in Presence 



'Conception site' of the installations 

I have come from a painting background and through my art I 

have found that the freedom I was looking for, that would allow 

me to recover personal accounts by subjects who had been 

historically denied - lay in film making. Constructing installations 

then appeared the best medium to convey the emotional impact 

that the film making research had on me. I was extremely moved 

and later frustrated as I listened, read, interviewed and filmed 

members of my family, friends and the Stolen Generation. I 

believe the installations, in a minimal and powerful way gave me 

the ideal medium to translate those stories, traumas, and 

emotions suffered by the Stolen Generations. This whole process 

has activated a recovery and recognition of the past within a 

meaningful and collaborative community effort. Installations are 

described as: 

The term 'installation' has become increasingly used 

in art circles in recent years. It is an open-feeling, 

open-ended word, fitting in with artists' increasing 

desire to explore outside compartmentalised and 

conceptual practices. No longer just painting, or 

drawing, or a piece of solid sculpture; no longer a 

beautiful abstract, or a political poster, or a 

memorial: installation allows the artist to combine all 

of these in whatever form they wish. 

(Adelaide Installations 1994: 3) 

Installation: Term which came into vogue during the 

1970s for an *assemblage  or  *enviroment  constructed 

in the gallery specifically for a particular exhibition. 
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(Chilvers, 11990: 230) 

Locations 

The installations were exhibited (5th8th June) at different 

locations in Darwin near Larrakia sites of significance. The first 

one titled, Memory is at the Northern Territory University Gallery 

located to the east of Nunggalinya (Old Man Rock). Nunggalinya 

is the large rock visible at low tide off Casuarina beach. The 

second tilled, Closure, at the vacant block situated between the 

west end of Mitchell Street, Larrakeyah and Myilly Point. This was 

the site of the Kakilin Compound, which had a history of various 

institutions residing here such as the old Darwin Hospital, the 

Northern Territory University city campus and briefly the 

Northern Territory Archives. Gundal (Larrakeyah Barracks), 

Larrakia men's ceremonial ground and Mindil beach burial 

ground, where the casino is located, flank this particular site. 

It is very important for me to locate significant sites to Larrakia 

people because it is my responsibility, it gives me strength, to 

map our country (Larrakia country). I am returning us back into 

the Darwin landscape, we have been invisible for a very long time 

and significant sites could have been common knowledge but for 

the hegemonic, written history. 

The installations and the space in which they are assembled 

invites the viewer to consider a resolution or participation in the 

healing and closure of the history and culture they have 

experienced. This is especially true of the Kahlin/Darwin Hospital 

site. In particular Closure presented an opportunity for the 

audience to interact and develop community responsibility and 

participation. History has been erased from this site but Closure 
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reshapes identity and rekindles a pre-Cyclone Tracey Darwin 

spirit of old. As a community then spiritually affiliated to this 

site, we offer freedom and peace for a little part of Larrakia 

country before money and development talks. 

To the outsider or the viewer who may have no connection what 

so ever to the area it is purely an event. It will be viewed as social 

political art, action, performance and politically a non-visual 

event. However, for those of us born black and are traditional 

landowners of any part of this nation, we will always be political. 

I agree art has no boundaries and is a peaceful language, which 

can create an occasion of hope and understanding. Through this 

communication, Larrakia spirit and country is put to rest. The 

outsider is given a memory of the site. 

Doing things - 'Right way, proper way' 

In effect, I am trying to represent through my installations, 

Memory and Closure, what I describe as a 'right way' or 'proper 

way' to working and living in a multi-cultural community that 

respects the values and traditions of the local community. By 

'right way' and 'proper way' I mean an Aboriginal way of doing 

things that brings harmony and inclusion to all members of the 

community. This is a process that acknowledges the past and 

embraces the future. 

It also shows our histories are interconnected to each other, sites 

and events and that we have traditions and protocols, which we 

practice to maintain harmony and respect in our communities. 

The exhibitions and the process of these installations included the 

participation of respected, senior Indigenous people to 
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acknowledge the land and the significance of the site itself to the 

community. 

As a Larrakia Traditional landowner, I believe that the history 

contained in this part of Darwin, needs to be told to recognise and 

respect both Aboriginal and non-Aboriginal peoples. I am 

authorised and I feel it is my responsibility to engage the public to 

participate through the power of art and culture, (with the 

smoking ceremony) to free the spirits and begin the healing 

process of Larrakia country. 

Birth of Memory 

I watched a documentary many years ago called Black Magic. In 

that program I heard and saw a friend of mine with his father tell 

a powerful story of how their family was split up and forcibly 

removed by the authorities. This is a Stolen Generation story that 

was screened on ABC TV nationally, but this story made me look 

inwards. I finally had to do something about representing the 

emotion I felt. I asked myself whether I could turn a documentary 

interview into an art piece, sustain the viewer and yet maintain 

the power that had driven me for so long. These questions stayed 

within me until finally filmmaking colleague Paul Roberts and I 

produced Land of the Little Kings. This is a program about the 

personal testimonies of Stolen Generation people across Australia, 

including the presenter, singer/songwriter Archie Roach's 

journey. 

It was the impact of Black Magic and during the production of 

Land of Little Kings that I began to visualise the construction of 

the installation. The narration of the interview in Black Magic 

combined with the effect of space and light in Archie's 
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performance in Land of Little Kings constantly looped through my 

mind and became the genesis of my art piece. We filmed a 

sequence with Archie on stage performing Paul Kelly's song Little 

Kings. It was a powerful rendition that silenced the audience and 

inspired me as I focussed on the spotlight beaming down in this 

darkened room full of people totally mesmerised by the powerful 

lyrics and the passionate soulful voice of Archie Roach. 

This was the birth of Memory the installation; it came from a sad 

documentary interview, and a musician's harrowing live 

performance. A combination of these elements were transferred to 

the Northern Territory University Gallery to create an atmosphere 

that could hold an audience and yet be simple, minimal and 

powerful. 

The gallery space became a dark room with a single dimmed 

spotlight glowing over a mound of smooth unmarked sand 

entrapped within the circle of the spotlight. Above the mound the 

audio of the documentary sequence is looped through a speaker: 

Son: We're living at the time on the reserve and one 

day we went with an uncle to . . . on the back of his 

truck into Kelleberin to do some shopping ... while mum 

and dad were shopping the police and the native 

welfare in those days pulled up with this big van and 

they were muddling my brothers and sisters in ... Mum 

and dad was there and they just stood by and they 

couldn't really do nothing but myself I kept running 

round and round dad's leg and every time the welfare 

try and grab me I... I'm scream. Dad eventually he 

couldn't take it any longer so he picked up the first 

thing was a piece of pipe... 
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Father: "I hit the constable on the head... and on the 

arm. I think I broke his arm. Then I realised I was 

doing wrong and I stopped. Then he hit me with the 

baton ... And then he handcuffed me. . . and my legs 

strapped up from my ankle to my knee... Took me to 

the cell and they booted me". 

Son: My father was sent to goal and they took me and 

my two sisters and four brothers to Rolland Mission 

200 miles away ... 1 never spoke to my father about 

these things until just recently... Then he told me how 

he felt about it all ... All he could find to remind him of 

us kids was our footprints in the dirt floor... 

Father: Then I saw the footprints in the sand and I 

covered them over, I kept looking at the kids'footprints 

everyday. All I had was the footprints... 

(Black Magic, Television Documentary ABC-TV) 

As we listen to both father and son give their painful account we 

are lured out of the darkness towards the glowing mound and 

automatically visualise what is being said. I have been asked why 

I have not placed any footprints in the sand? This is where I the 

artist supply the palette (the space, audio, sand and a low-lit 

single light beam) and the canvas (the viewer's mind and 

intellect). Conceptually it is up to the viewer, he or she to imprint 

the footprints in the sand within the canvas of their minds. In 

doing so, I hope that the audience can hear, feel and visualise the 

experience of the father and his young family's ordeal, especially 

the footprints, provoking the same emotional reaction as I did. 

Then I know I will have achieved in delivering that powerful and 

traumatic story via the installation. As Irruluma Gurulunimi, 
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known as Associate Professor Isaac Brown (a Iwadja man from 

West Arnhem Land) conveyed: 

Like all blackfellas when we see a footprint in the sand 

we don't ask who's footprint that is.. .we say where did 

that footprint go... 

the issue of Aboriginalist is hidden in that whole 

construction... 

(Associate Professor Isaac Brown, Opening Speech, 

Closure Installation, Darwin June 20021 

Closure 

Closure was an outdoor installation, which recovered local and 

personal accounts aimed at stimulating memory, affiliation and 

belonging. For the outsiders or the viewers with no connection to 

the site, they will witness and participate in the recovery and 

commencement of a new history; preserving the past and 

embracing the future as a community in a respectful, peaceful 

approach to achieve closure, resolution, identity, and a unified 

spirit to move on. 

Closure enables me to confront and deal with a lot of issues that 

have silently frustrated me over a long period of time. Closure has 

the ability to address and position the Larrakia, the Stolen 

Generation, and the wider community's role in today's society. 

Most importantly it helps our families to function as families 

without guilt and shame, as we right the wrong and move on 

without the colonial baggage and the denials that is attached to 

the past. As Aunty Hilda Muir reflects with dignity: 
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We were frightened to say ... were from Kahlin 
Compound... 

It was a shame thing... 

But as... as we got older and bit more understanding 
about life and about people and today I think I can be 

proud to say we, we were humble. 

We still humble and... 

And we carried ourselves right through.... 

(Muir, H in Stateline Episode 18 ABC TV 2002) 

Benefits of the installations 

Marcia Langton (1993) identifies the importance of using different 
mediums of art to represent the history and experience of 
Indigenous people, by Indigenous people themselves. We have 
been exercising this form of representation since time immemorial 
and continue to do so in contemporary forms such as visual art: 

Visual and oral expressions have been very 

elaborate in Aboriginal societies in the social 
sense... 

The enormous output of visual art, film, video, 

music and performing arts currently produced 

by Aboriginal people is a modern development of 

the great value they have traditionally placed on 

the visual and oral arts... 



The dynamics of the marketplace have created 

new problems in response to which Aboriginal 

people have sought new solutions... 

It would be more useful to identify those points 

where it is possible to control the means of 

production and to make our own self-

representations. 

(Langton, M 1993: 9-10) 

It is crucial to the process of self-representation to promote and 

adapt different forms of media to tell our stories and our histories. 

Films, videos, installations and other technologies are an 

additional palette that I have been able to gain control of. I have 

been able to mix and dabble with these modern palettes to create 

the best possible representation, emotion and expression of 

Indigenous people to effectively recall the memories of yesterday, 

the voices of today and the wisdom of tomorrow, our way. 

Aboriginal culture is a diverse and dynamic living culture and the 

personal testimonies that I have been privileged to record by the 

technology of today, are now first generation knowledge, cultural 

diversity and references for the future generations to understand 

the way it was. In the past it was very difficult to obtain such 

accounts without a non Indigenous perspective associated with the 

archive. Directing, producing and guiding the process, I find are 

the key elements to representing the accurate stories and depiction 

of Aboriginal and Islander people: 

• . there is no sizeable body of literature which 

provides an informed, anti-colonial critique of 

films and videos about Aboriginal people. 



History is another problem. In film, as in other 

media there is a dense history of.. .distorted and 

often offensive representation of Aboriginal 

people. 

(Langton, M 1993: 24) 

The installations I have constructed which are the focus of this 

thesis have had many benefits to art, the observers of art and to 

the many people who attended and had no idea what a 

installation was, including my family. The reactions I have 

received from different viewers confirmed and made me realise 

that the installations and sites presented a powerful and 

memorable art event. The exhibition provided a different forum 

and expression of Stolen Generation stories through art that 

evoked thoughts and memories that Indigenous and non-

Indigenous peoples can share and relate to. 

If the artist, as a human being, full of the best 

intentions toward himself and the whole world, plays 

no role at all in the judgement of his own work, how 

can one describe the phenomenon which prompts the 

spectator to react critically to the art work? In other 

words, how does this reaction come about? 

(Duchamp, M Website 2002) 

Some viewers informed me that the installations were profound 

statements that evoked and stimulated feelings and thoughts 

that: 

Triggered memories about their own experience of being 'taken 

away'. A Non indigenous lady expressed her childhood experience 

to me with tears running down her face. The Installation Memory, 
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caused the lady to confront and deal with her past, she talked 

through a lot issues (with me) regarding memory. The emotional 

memories of pain, anguish, loneliness and even rejection were 

also stirred within individuals even though they had not been 

forcibly removed. Others heard about the policies of the past, but 

it didn't really mean anything to them until witnessing the 

exhibition. It created an awareness and compassion for Stolen 

Generation people and politics surrounding them. A new level of 

understanding and discussion was generated. It also evoked 

feelings of shame for what happened to Stolen Generation people 

and the desire to change things to right the wrongs of the past. 

The installation Closure brought many different benefits, 

experiences and a general sense of belonging to a diverse group of 

people. Some people felt a spiritual connection to site even though 

they had no affiliation beforehand. Collectively the group now 

shares an experience and was part of saying goodbye to country, 

the Larrakia, our way. The exhibition peacefully delivered a 

message of truth without rhetoric. 

The presence of the Larrakia (bosses for country, the Darwin 

region) created a huge sense of pride and empowerment as we 

stood on our country and conducted our traditional practices with 

authority. The acknowledgement given by the speakers 

repositioned the traditional landowners as the rightful owners to 

the area. The empowerment instilled confidence and strength 

within the group of Larrakia participating. When I asked my 

mother, uncle and grand aunty to do the interview for the 

installation to be exhibited their response was 'shame job'. Bill 

Dempsey explains: 

shame job is like you won't go into a restaurant 

when there are big mob of white people sitting down 
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because you were brought up to believe and your 

parents were brought up to believe that you weren't 

good enough to be in there so its a shame job you 

don't go in there. Shame job is a barrier that stops 

Aboriginal and coloured people from being who they 

want to be ... its giving them the confidence to knock 

down the shame job barrier and say stuff the shame 

job barrier we are as good as anybody else and we can 

do anything else ... They can mingle with the white 

people in every sense of the word... Shame job for me is 

a no no piss it off and get rid of it. 

(Dempsey, B 1997 Buffalo Legends) 

I witnessed my families who are very quiet and shy people 

especially my mother, take control of the situation with 

confidence and a sense of power. A change has come over my 

family and Larrakia people who were present. The opportunity 

has given us the rightful respect to once again walk our land and 

conduct our business as our ancestors did. 

The people who were inmates of the compound also had a sense 

of empowerment. They were able to publicly stand on the site that 

brought so much anguish, pain and destruction to their personal 

journeys. This was their time to bring closure to a very traumatic 

part of their life. The installations and sites brought pain and joy, 

especially at the ex-Kahlin compound/ex- Darwin Hospital. It 

brought pain to the families and the children who were 

incarcerated there and it brought joy to the families whose 

children were born there. Someone's pain is someone's joy. 

The process that I have taken in the construction of the exhibition 

followed closely to the Indigenous protocols which have been set 
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in place since creation time. My mind set naturally followed these 

protocols, seeking permission, acknowledging elders and country. 

Including my family and Larrakia to participate recognises our 

presences and acknowledge our rights for country. This is 

Larrakia country this is Larrakia history and this Larrakia art. 

The overall benefit of the installations is to us, reaffirming 

ownership and sharing the Indigenous way of working. The art 

piece was a communal effort. The work does not belong to me it 

belongs to us. This is Larrakia country this is Larrakia history 

and this is Larrakia art. 
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Chapter 4. 

WAYS OF DOING 

From conception to delivery 



Delivering concepts into reality 

The installations were presented on different days, due to time 

constraints and access to sites. Indigenous academics Professor 

MaryAnn Bin-Sallik and Professor Isaac Brown opened Memory 

and Closure respectively. Their presence and words strengthened 

the exhibition's meaning and contextualised the overall exhibition. 

MaryAnn and Isaac spent their childhood and adolescent years in 

Darwin before pursuing their careers. Isaac was an inmate of the 

infamous Kahlin Compound and MaryAnn graduated as a nurse 

at the Old Darwin Hospital on the site where Kahlin Compound 

once stood. The connection that these two have with this work 

creates a powerful sense of belonging, and is especially 

meaningful and appropriate to the artwork. 

The process of installation 

The first installation, Memory was a powerful and minimal indoor 

installation. This was a prelude to and set up the next day's 

outdoor installation, Closure at another significant site that is 

approximately 2 kilometres from the Darwin city centre. Both 

sites are of great significance and importance to the development 

and harmony of the greater Darwin community as the city is 

currently profiling and marketing itself as the national aviation 

hub and the gateway to Australia. Development is about to 

progress at this particular site which has so much history, 

spiritual affiliation and connection to country for so many people. 

It is with this background in mind that I have focussed my 

cultural identity and film making research to translate windows of 

national and local history (that would otherwise up until my 

intervention be erased and forgotten from our history) to 

installation format at sites of significance. 
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Closure is exactly that, the vacant land is almost back to its' 

natural state, as my ancestors would have once enjoyed. Through 

out my entire life I have always viewed the site with buildings on 

it, until a couple of years ago when the demolition contractors 

moved in. It is almost back to the state it was before the 

development of the Kahlin compound, during 1912. The vacant 

block is fenced off with no trespassing signs erected on the fence 

lines and is visible to the surrounding streets and neighbourhood. 

The site's existence is highly visible and is an opportunity to 

trigger the curiosity of the passing public, which in turn becomes 

the audience of the installation. 

This installation consisted of three large and two smaller 

television monitors plus video machines for each of the five 

monitors. These were set up on an area within the site and had 

prime real estate glimpses of the Arafura Sea and Kenbi country 

(Larrakia land claim, Cox Peninsula) across to the western side of 

the harbour, out over Cullen Bay marina. 

A couple of days before setting up the installation, I did a three 

mini-digital camera oral history, story telling, kinship awareness 

and site locations type interview with members of my family (my 

grand aunty, mother and my uncle my mother's brother). The 

cameras were set individually, (camera 1) on my uncle (medium 

close up), (camera 2) a two shot of my grand aunt and my mother 

and (camera 3) a low angle wide shot of all three together filmed 

simultaneously. From these uncut tapes I dubbed to VHS tapes 

which were compatible to the video recorders that played back at 

the site. 

Juxtaposed technologies, juxtaposed perspectives 
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I use the technology of today juxtaposing (traditional and 

contemporary) our story from a Larrakia perspective, on our 

traditional homelands and especially the site, which is connected 

to my beginnings. Knowing that the tapes would fractionally be 

out of sync with one another, I chose to use the audio off one of 

the larger monitors. Visually the viewer would be seeing the three 

larger monitors set up in the same positions as the original shoot 

was. The two smaller monitors replayed archival footage as the 

other sets showed the interview. Monitor 4 looped archival stills of 

the Kahlin Compound and monitor 5 replayed live footage of an 

old Parap Camp reunion, of which, many great grand parents, 

grand parents and parents of today's generation were captured on 

video. These were the tools I used to stimulate memory and begin 

a dialogue for the viewer and the next generation. 

The uncut original raw footage was purposely played back with 

the out of sync quality symbolising the delayed thought process of 

memory as our memories struggle to recover a past experience. 

My family passed on to me our family kinship structure, cultural 

knowledge and an invaluable alternate history lesson dealing with 

their upbringing. The interview shaped a major part of my 

identity. The vacant block represents the erasure of the sites' past 

occupants and history. 

Effect of 'exhibition' 

On the day there were a few technical problems that do happen 

when working outdoors and with in the time frame (half a day and 

3 hours to exhibit) allowed for access to the property. The three 

larger monitors failed and the audio was miserably low. The main 

interview/oral history and the wide shot of my family were 

switched to the two smaller monitors, abandoning the archival 
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stills and the reunion footage. Half way through the screening I 

deliberately directed my family and members of the Larrakia to 

proceed with the smoking of the land. To the credit of the 

audience, they quietly turned away from the monitors and 

observed the ceremony as my cousin Victor Williams spoke on 

behalf of family and Larrakia: 

We have great honour in being here to day and 

especially for the families who are concerned with the 

Darwin area, especially the old Darwin Hospital, 

where most of us were born.. .We also have some 

other people from Arnhem land who were born in this 

area... 

• . But there are many different people who were born 

in Darwin all walks of life regardless of race colour 

and creed and in honouring this place we'd like to 

smoke the area so that we'd always remember the 

place... 

To all the Greek people and the Chinese people and 

all the people of different races that I grew up with in 

Darwin, I know some people here very special people 

and I thank them for coming today... 

It's a pity the Australian people didn't have the 

general public come out and speak a bit louder so 

that the historical society could consider keep 

something and preservation for everybody to look at... 

But this will always be a memory for each and 

everyone of us... 
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(Victor Williams, Larrakia, Closure installation site 8th 

June 2002) 

Victor spoke with friendliness and pride that filled my heart with 

strength and emotion. Standing beside and behind Victor, were 

the Larrakia, my family and the presence of my ancestors. This to 

me was the first test of acknowledgement that the 

installation/event was achieving its aim. The second and most 

important, was my mother, grand aunty and auntie's emotionally 

embracing me with approval and thanks. Thirdly, another 

spectator, Senator Warren Snowdon MLA suggested we, as a 

group should apply with his support to have a part of that land 

set aside for a park or a centre, recognising the history of the site. 

Last and just as importantly the audience, (the people who had no 

connection to the area) but had an interest in art itself. This is 

exactly what I was trying to achieve - drawing people together as 

spectators in recognising, sharing and appreciating an experience 

that was inclusive of our diverse but collective histories: 

All in all, the creative act is not performed by the artist 

alone; the spectator brings the work in contact with the 

external world by deciphering and interpreting its inner 

qualifications and thus adds his contribution to the 

creative act. 

(Duchamp, M (Website 2002)) 

These are the people I am communicating to via the visual 

language. At the end of the day there was really nothing 

artistically visual for them to view (due to the technical disaster). 

However, what they did take away from the experience could only 

broaden their knowledge as they witnessed the subtle unveiling of 

the many layers of the traditional/contemporary Aboriginal 



construction and experiences, otherwise invisible to the general 

public. This is where I gain my drive to promote and participate in 

a dialogue of communication and critical analysis via art and film. 

Particularly of a subject and its relationship to the Indigenous 

wellbeing. I am able to progress and achieve an honest 

accountability of my art practices, by viewing the bigger picture of 

an idea and to whom it may concern. Especially, the history and 

the location (as well as the emotional baggage it contains) and 

explore effective avenues to achieve an inclusive and collaborative 

reality with the viewer and the community. In other words respect 

and engage Indigenous protocols to guide the process (ways of 

doing), from conception to reality. It is with this experience I 

acknowledge art offers no boundaries. 
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Chapter S. 

CONCLUSION 



Looking back at the idea, the process, the installation and the 

events that occurred, one does feel a great deal of satisfaction and 

achievement. Especially in the very small localised contribution 

towards a better understanding and awareness to the meaning 

and the action of the exhibition title Memory-The Erasure and 

Recovery of History and the installation titles Memory and 

Closure. 

The bigger picture in my opinion is the title Memory-The Erasure 

and Recovery of History: the Stolen Generations' collective history 

that has basically been erased or untold until recently and fobbed 

off as a 'myth' and 'it didn't happen'. It is common knowledge 

what the Federal Government's position is on the whole issue. 

Aunty Jean McKenzie Carter's metaphor of the wound describes 

the emotional and divisive state this country is in, as this 

government's refusal to apologise to the Stolen Generation 

symbolically connects both installations and mother earth to 

indigenous spiritual, cultural affiliation and traditional rights to 

this land: 

When you look at scarred tissue... and deep wounds 

• . if it heals just on the top then that wound is always 

there... that ulcer always be just below.., this what I 

see ... that's what happening with the Stolen 

Generation.., there's been a big ulcer over this land 

and it look like it was healed and everything is going 

on normally and that... but it was never ... we got to 

bring out the core of that ulcer it's got to come to the 

surface... 

(Carter, J (McKenzie) from "Land of the Little Kings", 

Television Documentary SB S-TV, 2000) 



The installation Memory is an account that happened away from 

my homelands but is never the less, a story nationally 

experienced by the Stolen Generations and one most painfully 

relates to the fear and anguish and its ongoing affect to the 

victim's families today. It is one of many heart wrenching 

interviews I have heard and witnessed on film. My immediate 

reaction was sadness and anger. I needed to do something about 

my frustrations and over time I have worked out ways of 

confronting, recovering and sharing the experience via film and 

art and hopefully make a change. It had to be minimal, honest, 

powerful and make an impact. This became a tribute to my friend 

and his families and I feel this is the beginning of healing for me. 

As Aunty Jean McKenzie Carter said to me during the interview 

for the documentary, Land of the Little Kings: 

• . . to break the spirit of the aboriginal people... to take 

the heart of them out and that is to take the 

children . .. that enabled the theft of the land to take 

place ... and break the heart of the people the spirit of 

the people... 

(Carter, J (McKenzie) from" Land of the Little Kings", 

Television Documentary SBS-TV, 2000) 

It reassured and enlightened our connection to land and spirit. 

The land is Mother Earth, the heartbeat, the pulse, the nurturer 

and the development of our well being. With this instilled, I 

believe and know the land will always have a story. These stories 

are true, from our ancestor's creation stories, to the business 

(men and woman)/ceremonial sites and to our final resting-place. 
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Since the intrusion and contact with non-Indigenous people on 

Larrakia Land (the Darwin region) we the Larrakia maintained 

and continually tell and pass on our stories. However, with 

contact our stories have taken on new experiences and those 

stories have been passed down. These stories became 

contemporary at the time (1700-1800). 

As I read, hear and see it, contact was the beginning of the end of 

our traditional way of life although we refer to most old stories as 

traditional told in a traditional way. It is my belief that creation 

stories, contact stories and assimilation stories will become 

traditional stories, well after I leave the land of the living. 

We the larrakia with other groups have incorporated (a non-native 

animal to this country) the Water Buffalo dance and tell 

traditional stories of why past cyclones including Tracey destroyed 

Darwin. The Tiwi People perform traditional song and dance about 

the 2nd  world war fighter planes engaging in dogfights over their 

homelands and the influences of Australian Rules football has 

over Tiwi culture. Many other Indigenous groups adaptation of the 

dingo (another introduced species) and its being are well 

entrenched into indigenous culture. 

The stories are continuously told from one generation to the next 

and are referred to us as being told by the old people. Over 

decades these stories and sites will have shaped the next 

generation's cultural identity enabling them to embrace our rich 

and dynamic culture. As a nation (Larrakia) we had no choice but 

to adapt to the progression and development on our country. The 

oral tradition and visual documentation our ancestors passed on 

will continue in the form of theatre, film, multi-media and the 

many more platforms that global technology provides. Noticeably 

we are quickly labelled as a minority being too political whenever 
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we say or do anything to object or protect our rights as Traditional 

Landowners of this country. 

As time evolves, the recent history and contemporary events will 

become old traditional stories of the Larrakia told to the future 

generations. What I do believe is consistenfly traditional to the 

Larrakia is the passing of knowledge from generation to 

generation even though it is transferred by today's technology and 

modern media. 

Mother Earth has been suffocated in our country due to the name 

of progress. Ann Marie McLeod, a younger generation member of 

the old Darwin families remembers: 

Darwin has a short memory just on everything and 

how it's all progressing. The local families going to 

stay here there are always going to be local families left 

in Darwin to carry on traditions to try and pass it 

down and politicians and the likes are going to come 

and go, blow in and blow out of Darwin, mess it up a 

bit more and take off. 

Whereas your local families will still be here live and 

die here. Cyclone Tracy didn't ... we had to stay away 

for the clean up but everyone came back. 

(McLeod, A 1997 in Buffalo Legends) 

However, with this in mind the installations carry stories from 

Mother Earth (the land) and are physically and spiritually present 

at both in and at the Northern Territory University Art Gallery and 

the ex-Kahlin Compound/ex-Darwin Hospital sites. 
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The spotlighted-circled mound of earth assembled in Memory 

takes on a pulse and is very expressive in communicating with 

the viewer. The story is from another area, keeping in mind it still 

comes from this country Australia, we call Mother Earth. The 

Land where Closure took place, subtly told its story and 

stimulated memory to a cross-section of people attending 

(Indigenous and non-Indigenous) and enabled them to 

acknowledge an affinity to the site whether it was physical and 

spiritual or both. The beauty about the event and the attendance 

is that it aligned and provided the non-Larrakia with a bridge of 

friendship. It also offered an insight to the Larrakia world view, a 

sense of welcome to the new corners and a sense of belonging to 

the locals (longtime residence of Darwin). As Associate Professor 

Isaac Brown said: 

and that footprint is telling me well airight, this 

happened . . . now keep going ... we all say that keep 

going. 

(Associate Professor Isaac Brown, Opening Speech, 

Closure Installation, Darwin June 2002) 
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