THANK YOU
Thank you for supporting the 2010 Perth Festival Education Program and providing
your lucky students with a Festival experience. We are very pleased to be able to
offer you this resource pack in conjunction with your attendance of Ricky Maynard:
Portrait of a Distant Land.
This document is designed to support you in the role of facilitating learning and
organising Festival excursions. It is highly recommended that students know some
background information about the performance before they attend.
Should you have any feedback or queries, please contact me on 6488 8636 or at
schools@perthfestival.com.au. You will also find up-to-date information on our
website perthfestival.com.au/schools.
I look forward to hearing from you soon and truly hope you and your students have
an unforgettable Festival.
Kind regards,

Mandy Hawkhead
Perth Festival Education Officer
PS Don’t miss Aernout Mik: touch, rise and fall, also showing at the Lawrence Wilson
Art Gallery.

………………………………………………………………………………………………......
Children and Young People’s
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EDUCATION VISITOR INFORMATION
Lawrence Wilson Art Gallery is pleased to present two exhibitions as part of the 2010 Perth
International Arts Festival:

Ricky Maynard: Portrait of a Distant Land
&
Aernout Mik: touch, rise and fall
Ricky Maynard: Portrait of a Distant Land was originally developed by the Museum of Contemporary
Art in Sydney. The MCA created a comprehensive education resource to accompany the exhibition,
which they have kindly made available to educators involved with Lawrence Wilson Art Gallery and
the Festival.
Aernout Mik: touch, rise and fall is currently on loan from the carlier | gebauer gallery in Berlin.
Lawrence Wilson Art Gallery has developed its own education resource for this exhibition, which
provides a basic introduction to the artist and his work.
It is hoped that educators will view both shows during their visit to Lawrence Wilson Art Gallery, as
both exhibitions offer a rich source of ideas and inspiration for students and teachers alike.
The Lawrence Wilson Art Gallery is located right next to the beautiful Sunken Gardens, which makes
an ideal spot for students to enjoy lunch or group discussions before or after their visit to the Gallery.
General visitor information about the Gallery – including exhibition dates, gallery hours, parking and
access – is provided over the page. Specific information related to the content of each exhibition is
contained within each of the resource kits.
To book your group visit or make any further enquiries please contact:
Ms Baige Smith
Public Programs Coordinator
Lawrence Wilson Art Gallery
P: (08) 6488 3718
E: baige.smith@uwa.edu.au
W: www.lwgallery.uwa.edu.au

Visitor Information
February 21 to May 2, 2010.

Location:		
			

Lawrence Wilson Art Gallery is located at The University of Western Australia,
35 Stirling Hwy, Crawley, WA 6009.
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Opening Hours:

Tuesday to Friday: 11 am - 5 pm & Sunday: 12 noon - 5 pm.

Admission:		

Free.

Bookings:		
			

Group visits will need to be booked in advance. Please contact Public Programs 		
Coordinator, Ms Baige Smith, on 6488 3718 or baige.smith@uwa.edu.au

Transport:		
			
			
			

Transport arrangements are the responsibility of the school.
For public transport options contact Transperth: www.transperth.wa.gov.au
Buses can drop off and pick up students in University carpark number 20, which is
on campus off Fairway. Ticket parking is available on campus in carpark number 20.

Access:			
			
			

The Gallery is accessible by wheelchair. A manual wheelchair is available for visitor
use, free of charge from Gallery reception. Accessible toilets are available within the
Gallery. Car parking is available for ACROD permit holders on Fairway.

Catering:		
			

UWA has various cafes on campus and cafes are located along Broadway. The 		
Sunken Gardens (next to the Gallery) makes an ideal spot for BYO lunch.

Photography:		
			

Please ask for permission before you take any photographs inside the Gallery.
Photography of artworks is not permitted.

Etiquette:		
			

Students must refrain from eating and drinking in the gallery, and must not 		
touch any of the artworks. Adult supervision is required at all times.

Ricky Maynard
Education Resource
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Warning: Aboriginal and Torres Strait Islander readers, particularly from the
artist community, are warned that this resource may contain the names and
images of deceased persons, which may cause distress.
NOTE: Some of the images in this exhibition may be unsuitable for children
Image, previous page: Anthol Burgess, Babel Island from the series The Moonbird People 1985–88 black and white gelatin silver print
35 x 45 cm Courtesy and © Australian Institute of Aboriginal and Torres Strait Islander Studies, Canberra
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Documentary photography
The photographic portrait
Landscape in photography
Working in series
Developing a body of work
Artist practice

MAYNARD’s
PRACTICE

This education resource is intended to be an aid to prepare for a visit to the
Museum of Contemporary Art’s Portrait of a Distant Land exhibition of the
work of Tasmanian Aboriginal documentary photographer Ricky Maynard. It
complements information provided in the exhibition catalogue and gallery wall
texts. The resource includes an introduction to Ricky Maynard, his life and
artistic practice, and the social and historical context in which he works. It also
includes an introduction to the exhibition, curriculum links, a closer look at each
series of photographs, as well as practical activities and discussion points for
junior and senior students before, during and after their visit and suggestions
for further study. Key terms are bolded and included in a glossary at the end
of the resource.

Visual Arts/Photomedia

INFLUENCES

About this RESOURCE

The list below suggests some syllabus links to consider when planning a visit to
the exhibition. Please talk to MCA Learning staff for further ideas.

HISTORY

INTRODUCTION

Curriculum connections

GLOSSARY
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1. Ricky Maynard interviewed by Keith Munro, 2006. Art, Sydney.
2. Ricky Maynard quoted in Rachel Kent, 2005, ‘“Looking is easy, seeing is not”: The photographs of
Ricky Maynard’ in Interesting Times: Focus on contemporary Australian art [exhibition catalogue],
Museum of Contemporary Art: Sydney, p. 111.
Image: Ricky Maynard, International Centre for Photography, New York, 1991
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He returned to Australia and produced his next major body of work, No More
Than What You See (1993), produced in response to the Royal Commission into
Aboriginal Deaths in Custody and focused on Aboriginal inmates in the South
Australian prison system. In 1994 Maynard became a founding member of M.33
Photoagency in Melbourne, and while in Melbourne he worked on Urban Diary
(1997). After the Howard government response to the High Court of Australia’s
Wik decision, which found that native title could coexist with pastoral leases,
he photographed five Wik elders in Returning To Places That Name Us (2000). He
and his family moved to Cape Barren Island in 2003 and nearby Flinders Island
in 2004 and in recent years he has focused on tracing the story of Aboriginal
Tasmanians through landscape and memory with his latest bodies of work – In
The Footsteps Of Others (2003) and his ongoing project Portrait of a Distant
Land (2005 - ). He has received a number of prestigious awards, including a
Mother Jones International Documentary Photography Award (1994), and his
work is held in national and state collections throughout Australia and in national
and international private collections.

HISTORY

In 1983 he began a traineeship as a photographer at the Australian Institute for
Aboriginal Studies in Canberra where one of his tasks was to catalogue early
photographs of Indigenous Australians. ‘I looked into the faces of all those people
and it was so sad. I started questioning the photographer’s role, the influence of
the image and its pervasive nature.’2 He was invited to photograph his community
on the islands of the Bass Strait for the institute’s collaborative bicentenary
project, After 200 Years, and the result was the 1985-88 The Moonbird People
series. In 1990 he was accepted into the prestigious International Center of
Photography, New York on the strength of that series and he says the experience
was a turning point in his career. Maynard’s fellow students were all well-known
photographers in their own communities, and his tutors were some of the world’s
best documentary photographers, including Mary Ellen Mark, known especially for
her work with people in institutions for the mentally ill and for her photographs
of people in India.

READING

Ricky Maynard was born in Launceston, Tasmania in 1953. He is a member of
the Ben Lomond and Cape Portland people of Tasmania, and currently lives on
Flinders Island, Tasmania. At 16 he moved to Melbourne on a football scholarship
and while there got a job in a large film processing house that mainly produced
aerial photographs. Maynard says, ‘even at 16, to see that connection of place,
of story, of feeling, especially feeling, and to have that translated into an actual
2D picture that you could hold in your hand…for me that was an incredibly
powerful tool.’1 He bought his own 35mm camera as soon as he could, but when
he returned to Tasmania he couldn’t get a job in the photography industry so
worked for a number of years labouring, always saving for a new lens instead of
a new car like his mates.

GLOSSARY
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GROUP
2008-09 Half Light: Portraits from Black Australia, Art Gallery of New South
Wales, Sydney
2008 More than My Skin, Campbelltown Arts Centre, Campbelltown
2007 National Indigenous Art Triennial: Culture Warriors, National Gallery of
Australia, Canberra
2006 A Tale of Two Cities: Busan/Seoul/Seoul/Busan, Busan Biennale 2006,
Korea
2005 Interesting Times: Focus on contemporary Australian art, Museum of
Contemporary Art, Sydney
2004-05 Our Place: Indigenous Australia Now, Cultural Olympiad exhibition,
Benaki Contemporary Art Museum, Athens, Greece; National Museum of China,
Beijing, China
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AWARDS
2003 Winner, Kate Challis RAKA Award for Contemporary Indigenous Creative
Arts
1997 Australian Human Rights Award for Photography
1994 Mother Jones International Documentary Photography Award, New York,
USA
1990 Aboriginal Overseas Study Award, International Center of Photography,
New York

COLLECTIONS
Ricky Maynard’s work is held in the collections of the National Gallery of Australia,
National Gallery of Victoria, Art Gallery of New South Wales, National Museum
of Australia, Australian National Maritime Museum, Queensland Art Gallery,
Tasmanian Museum and Art Gallery and numerous national and international
private collections.

MAYNARD’s
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2008-10 Portrait of a Distant Land, Museum of Contemporary Art national
touring exhibition, Tasmanian Museum and Art Gallery, Hobart; Portrait of
Distant Land, Museum of Contemporary Art international touring exhibition,
Pataka Museum of Arts and Cultures, Wellington, New Zealand, Cairns Regional
Gallery, Cairns; Port Macquarie Hastings Regional Art Gallery, Port Macquarie;
Art Gallery of Western Australia, Perth
2008 The Moonbird People, Tjibaou Cultural Centre, Noumea, New Caledonia
2008 The Moonbird People, Port Vila, Vanuatu
2007 Portrait of a Distant Land, Photoquai Biennial Festival of World Images,
Musee du quai Branly, Australian Embassy, Paris, France
2001 Returning To Places That Name Us, Stills Gallery, Sydney
1999 The Survey, Melbourne Arts Festival, Linden Gallery, Melbourne
1997 Urban Diary, Manly Art Gallery and Museum, Sydney
1995 No More Than What You See, national touring exhibition, Adelaide and
regional South Australia
The Moonbird People, Australian National Maritime Museum, Sydney
1994 No More Than What You See, Stills Gallery, Sydney
Terra Novis, Futurewell Art Gallery, Adelaide
1992 The Moonbird People, Tandanya National Culture Institute, Adelaide

INFLUENCES

SOLO

2003 RAKA exhibition, national touring exhibition, Ian Potter Museum of Art,
Melbourne
2000 15 Australian Photographers, La Galerie Photo, Montpellier, France
1999 Re-Take: Contemporary Aboriginal and Torres Strait Islander photography,
touring exhibition, National Gallery of Australia, Canberra
1997 Off Shore – On Site, Festival of the Dreaming international and national
artists’ camp and exhibition, Olympic Festival, Sydney Olympic Games Organising
Committee, Casula Powerhouse, Sydney
What is Aboriginal Art? Ivan Dougherty Gallery, University of New South Wales,
Sydney
1996 Power to Move, Queensland Art Gallery, Brisbane
1995 World Retrospective on Documentary Photography, Centro de la Imagen,
Mexico City, Mexico
1994 Dear Mother, M.33 Photoagency collective exhibition, Fitzroy Town Hall,
Melbourne
1990 The Moonbird People, La Galerie Photo, Montpellier, France

HISTORY

Selected exhibitions
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• Catherine De Lorenzo (1993) “Delayed exposure: Contemporary Aboriginal
photography’ in Art & Australia, 31(1), 57-62.
• Ricky Maynard (c1993) No More Than What You See: Photographic essay, South
Australian Department of Correctional Services: Adelaide.
Queensland Art Gallery (1990) Balance 1990: Views, Visions, Influences [exhibition
catalogue], Queensland Art Gallery: Brisbane.
• Max Pam (ed.) (1989) Visual Instincts: Contemporary Australian photography,
AGPS Press: Canberra.
• Penny Taylor (ed.) (1988) After 200 Years: Photographic essays of Aboriginal
and Islander Australia today, Australian Institute of Aboriginal and Torres Strait
Islander Studies: Canberra.
• Gael Newton (website) ‘The elders: Indigenous photography in Australia’
http://nga.gov.au/Exhibition/Riley/Default.cfm?MnuID=4&Essay=6 [accessed
28/01/2009]
• (website) Message Stick ‘Portrait of a Distant Land’ http://www.abc.net.au/
tv/messagestick/stories/s2377561.htm [accessed 29/01/2009]

INFLUENCES

•Judith Annear (ed.) 2007 Photography: Art Gallery of New South Wales
collection, Art Gallery of New South Wales, Sydney.
• National Indigenous Art Triennial (2007) Culture Warriors: National Indigenous
Art Triennial [exhibition catalogue], National Gallery of Australia: Canberra.
• Meanjin Blak Times: Indigenous Australia. Vol. 65, no. 1, 2006 Footsteps of Others
• Rachel Kent (2005) ‘Looking is easy, seeing is not’: The photographs of Ricky
Maynard’ and Avril Quaill ‘Freddie Timms and Ricky Maynard’ in Interesting
Times: Focus on contemporary Australian art [exhibition catalogue], Museum of
Contemporary Art: Sydney.
• Robert McFarlane, ‘Arresting images on the speed’, Sydney Morning Herald, 7
October 2003.
• Denis Foley with photographs by Ricky Maynard (2001) Repossession of
Our Spirit: The traditional owners of northern Sydney, Aboriginal History Inc.:
Canberra.
• Gary Lee (2001) ‘Picturing: Aboriginal social and political photography’, Artlink,
20(1), 45-49.
• Tony Birch (text) & Ricky Maynard (images) (1999) Reversing the Negatives: A
portrait of Aboriginal Victoria, Museum Victoria: Melbourne.
• Julie Gough (1997) ‘Time ripples in Tasmania’, Art & Australia, 35(1), 108-115.
Commonwealth of Australia (1997) Bringing them Home: Report of the National
Inquiry into the Separation of Aboriginal and Torres Strait Islander Children
from Their Families, Human Rights and Equal Opportunities Commission: Sydney.
• Anne Kirker & Clare Williamson (1995) The Power to Move: Aspects of Australian
photography [exhibition catalogue], Queensland Art Gallery: Brisbane.
• Karen Mork (ed./curator) (c1995) We’ve Come a Long Way: A photographic
essay [exhibition catalogue], The Quay Connection: Haymarket NSW
Australian Film Commission (c1995) Hidden Pictures: An Indigenous touring film
festival [exhibition catalogue], Australian Film Commission: Sydney.
• Andrew Dewdney (compiler) & Sandra Phillips (ed.) (1994) Racism,
Representation & Photography, Inner City Education Centre: Sydney.
• Brenda L. Croft (1993) ‘Blak Lik Mi’, Art & Australia, 31(1), 63-67.

HISTORY

Further reading
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PORTRAIT OF A DISTANT LAND

HISTORY

INTRODUCTION

RICKY MAYNARD
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Image, previous page: Coming Home from the series Portrait of a Distant Land 2005 40.5 x 50 cm black and white gelatin silver print
Courtesy the artist and Stills Gallery, Sydney © the artist
Image, above: The Spit, Babel Island from the series Portrait of a Distant Land 2005 40.5 x 50.5 cm black and white gelatin silver print
Courtesy the artist and Stills Gallery, Sydney © the artist

HISTORY

The exhibition includes photographs from six series of work spanning over twenty
years of practice. Three series were shot in and around Tasmania, where he was
born. In his first series, The Moonbird People (1985-88), he photographed his own
community during the important cultural tradition practised, for thousands
of years of mutton birding on the islands of the Bass Strait. Recently he has
turned his camera again to Tasmania with In The Footsteps Of Others (2003), in
which he documents important cultural sites and traces of his ancestors in the
landscape. His current series Portrait of a Distant Land (2005), is an ongoing
series telling the stories of his people, the land and its brutal history. Two series
were produced in response to events of particular concern to all Indigenous
Australians – Returning To Places That Name Us (2000), portraits of Wik elders
shot after the High Court’s Wik decision regarding native title in Australia, and
No More Than What You See (1994), a project initiated in response to the Royal
Commission into Aboriginal Deaths in Custody and shot in the prison system of
South Australia. Urban Diary (1997) was a very personal project working with
people living in a drug and alcohol rehabilitation centre in Melbourne’s St Kilda.

READING

Portrait of a Distant Land, curated by Keith Munro for the Museum of
Contemporary Art, is a comprehensive solo exhibition of the work of Tasmanian
Aboriginal documentary photographer Ricky Maynard. Maynard’s concern
throughout his professional practice has been to rewrite the history of
Indigenous Australia by creating an alternative, collaborative record of
his people. He brings to this task the skills of a master photographer with
a particular eye for landscape and the nuances of light and shade, and with
the patience to wait for the moment, whether it be for the passage of clouds
across the horizon in Vansittart Island, Bass Strait or for the Wik elders of
Cape York to come to his makeshift studio in Aurukun. Maynard has always shot
in black and white and, until the Wik series with its detailed portraits, when he
used a 4x5 camera for the first time, has always used a 35mm camera.

GLOSSARY
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HISTORY

INTRODUCTION

RICKY MAYNARD’s PRACTICE
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Ricky Maynard’s practice is an intensely personal one. While he places himself
firmly within the tradition of documentary photographer as social activist,
his subjects are always strongly connected to his own life as an Aboriginal
person. The series that established him as a photographer, The Moonbird
People (1985-88), documents the annual tradition of mutton birding on the
windswept islands of the Bass Strait. The Maynard’s were one of thirteen
Aboriginal families living on the islands, and practising mutton birding, in 1847.
The annual tradition of harvesting ‘moonbirds’ for their oil, meat and feathers
continues today. It is clear from the easy way his subjects carry themselves,
that they are comfortable in front of Maynard’s camera, as they go about their
business. ‘They knew they were involved in the process and they trusted me,’
he says.4 Although photographing with a 35mm camera, Maynard also manages
to capture the sparseness of these remote islands through his images of tiny
figures making their way through sweeping fields of tussock grasses and in
doing so capturing the importance of the local Aboriginal peoples place in it.

EXHIBITION

‘Picture making is quite intense. It’s about the way you feel. It’s like you’re feeling
with your whole life.’3
Ricky Maynard

MAYNARD’s
PRACTICE

THE PERSONAL

3. Ricky Maynard quoted in (1990) Balance 1990: Views, Visions, Influences [exhibition catalogue],
Queensland Art Gallery: Brisbane, p. 54.
4. Ricky Maynard quoted in MCA 2-page brochure for Portrait of a Distant Land.
http://www.australianpolitics.com/issues/aborigines/amended-10-point-plan.shtml[accessed
09/03/2009]
Image: Jason Thomas, Terry Maynard and David Maluga from the series The Moonbird People 1985–88 black and white gelatin silver
print 35 x 45 cm Courtesy and © Australian Institute of Aboriginal and Torres Strait Islander Studies, Canberra
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‘The essence of good documentary photography is being able to sense something
about a subject within an ordinary situation. It may be the timing, capturing the
right moment; it may be people’s expressions or other elements in or around the
subject that enhance it, or it may be that special quality of light.’5
Ricky Maynard

READING

Senior

Senior and junior

• Look at the Moonbird series. What does the place look like? Is the landscape
different from the landscape around where you live? How is it different? What
do you think it would be like to live in this place?

HISTORY

• Most families have a tradition, something they do that they have been doing
for a long time and that means a lot to them. What is a tradition in your family?
Illustrate the tradition in pictures.

Senior and junior

MAYNARD’s
PRACTICE

EXHIBITION

• Look at The Moonbird People series. Find images that illustrate each aspect
of photography referred to by Ricky Maynard in this quote: timing, people’s
expressions, other elements around the subject and a special quality of light.

• The Moonbird People series shows the Aboriginal people of the Bass Strait
Islands on their annual mutton birding expedition.
How do you think they are feeling about what they are doing?
What is something you really like to do?
Find a way to tell someone else the story of what you like to do in pictures.

INTRODUCTION

Discussion points

INFLUENCES

THE PERSONAL: ACTIVITIES

5. Ricky Maynard quoted in (1990) Balance 1990: Views, Visions, Influences [exhibition catalogue],
Queensland Art Gallery: Brisbane, p. 54.
Image: Wayne Maynard, Babel Island from the series The Moonbird People 1985–88 black and white gelatin silver print 35 x 45 cm
Courtesy and © Australian Institute of Aboriginal and Torres Strait Islander Studies, Canberra
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For Maynard, documentary photography is about truth and honesty in the
pursuit of social justice, about photography as witness to history, about the
connection between place and story and feeling. His series have often been
produced in response to events of great significance to Aboriginal people. In
1996 the High Court of Australia’s Wik decision found that native title rights
could coexist with pastoral leases. In May 1997 John Howard’s government
responded to the Wik decision with a ‘10-point plan’. Howard’s media release
said: ‘The fact is that the Wik decision pushed the pendulum too far in the
Aboriginal direction. The 10-point plan will return the pendulum to the centre.’7
In the series Returning To Places That Name Us, Maynard travelled to western
Cape York in northern Queensland to photograph the elders involved in the
Wik people’s fight for Native Title rights. He says his aim in these portraits is
‘to reveal the existence of the struggle below the surface, to see things that
are not immediately visible’.8 For Maynard, it is important that the people of
Australia recognise the truth of their collective past. These portraits, he feels,
are about ‘leaving proof’ in complicated times.

EXHIBITION

‘I seek a balance between craftsmanship and social relevance. Photography has
the ability to tell stories about the world and…the photograph has the power
to frame a culture.’6
Ricky Maynard

MAYNARD’s
PRACTICE

Social justice

6. Ricky Maynard quoted in MCA 2-page brochure for Portrait of a Distant Land.
7.http://www.australianpolitics.com/issues/aborigines/amended-10-point-plan.shtml
[accessed 09/03/2009]
8. Ricky Maynard quoted in MCA 2-page brochure for Portrait of a Distant Land
Image: Gladys, Wik Elder from the series Returning to Places that Name Us 2000 45.5 x 56 cm black and white gelatin silver print
Courtesy the artist and Stills Gallery, Sydney © the artist
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• Ricky Maynard’s work is often a response to particular events. As a
documentary photographer he sees himself as a witness to history. Many
documentary photographers feel that this medium reveals ‘the truth’ and can
influence change in the world. Do you think documentary photography reveals
the truth about the world? How has digital manipulation of images changed the
way we think about photography? How have digital cameras changed the way
we think about photography?

• What choices has Ricky Maynard made when photographing these elders?
Look at the background, the resolution, the size of the faces within the frame,
composition, the focus and depth of field. This series is the first time Maynard
used a large-format 4x5 camera. What effect does this have on the final
artwork?

Junior
• Assemble in pairs. Stand close enough to each other to see the kind of detail
Ricky Maynard has captured in these photographs. Describe each other’s
faces. How does this make you feel? How do you think the elders were feeling
when they were being photographed by Ricky Maynard?

• Many people in the Western world carry a mobile phone that also takes
pictures. Less than a decade ago no-one had a mobile phone that took pictures.
How do you think camera phones may have changed the way we think about
photography?
• Think of an issue you feel strongly about. How would you document this issue
through photography or another medium in order to convey your feelings?

INTRODUCTION

Senior

Senior

BIOGRAPHY

• What do ‘native title’ and ‘fighting for land rights’ mean in the context of
Aboriginal Australia? Who are the Wik people? What did the Wik elders achieve?

READING

• Ricky Maynard says that in his pictures he tries to connect with his subjects
and their feelings. Look at the series of images of Wik elders in Returning To
Places That Name Us (2000). Without discussing it amongst your group, write
down what feelings the images convey to you. Discuss your responses.

EXHIBITION

Senior and junior

MAYNARD’s
PRACTICE

Senior and junior

INFLUENCES

Discussion points

HISTORY

Social justice: ACTIVITIES

GLOSSARY

13

HISTORY

INFLUENCES

MAYNARD’s
PRACTICE

EXHIBITION

READING

BIOGRAPHY

INTRODUCTION

The land

GLOSSARY

14

INTRODUCTION
BIOGRAPHY
READING
HISTORY

INFLUENCES

Ricky Maynard is a documentary photographer with a strong desire to reveal
the past and present of Aboriginal Australians through his work. Some of his
most powerful images are expansive photographs of land and sea with no
figures visible, but Maynard’s ‘landscapes’ are never empty ones, every image
tracks the history of his people. His series In The Footsteps Of Others reveals
traces of his ancestors – the remnants of a stone worksite in the dunes behind
a beach, a petroglyph on a boulder by the sea, a tree bearing the scar where
bark was taken to make a coolamon (vessel for carrying things). Making these
careful photographs is like collecting evidence of the connection Aboriginal
people have with this land. Following similar paths his ancestors would have
trodden recreating an alternative history of Aboriginal culture from an
Aboriginal perspective.

EXHIBITION

‘This is the engraving, petroglyph. You’re probably looking at something here
that’s a couple of thousand years old…The very fact of these marks proves
that I exist too.’9
Ricky Maynard

MAYNARD’s
PRACTICE

The land

9. Ricky Maynard quoted in Message Stick Portrait of a Distant Land, Pt 1, transcript http://www.abc.
net.au/tv/messagestick/stories/s2377561.htm [accessed 29/01/2009]
Image: Marking the land from the series In The Footsteps of Others 2003 40 x 50 cm black and white gelatin silver print Courtesy the
artist and Stills Gallery, Sydney © the artist
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The land: ActivitIES

Discussion points

READING

• Think of a place that means something to you. Think about why it is important
to you. What have you experienced in that place? What has happened there?
Find a way of telling people how you feel about this place using pictures.

BIOGRAPHY

Senior and junior

• What does Peter Read mean by this? How do the series The Moonbird People,
Returning To Places That Name Us and In The Footsteps Of Others fit this
description?

MAYNARD’s
PRACTICE

‘Ricky’s photographs are not of place, but of people-in-place.’10
Peter Read

EXHIBITION

Senior

HISTORY

• Look at the image Friendly Beaches, stone arrangement worksite from the
In The Footsteps Of Others series. What can you see in the photograph that
helps you understand why Ricky Maynard took the photo? What does ‘stone
arrangement worksite’ mean? What used to happen in this place?

INFLUENCES

Senior and junior

10. Peter Read (2003) ‘Dawn’ in Keith Munro et al. (2007) Ricky Maynard: Portrait of a Distant Land
[exhibition catalogue], Museum of Contemporary Art: Sydney, p. 136.
Image: Friendly Beaches, stone arrangement worksite from the series In The Footsteps of Others 2003 40 x 50 cm black and white
gelatin silver print Courtesy the artist and Stills Gallery, Sydney © the artist
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MAYNARD’s
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154 x 1051mm (h x w)

HISTORY

In his most recent and ongoing project, Portrait of Distant Land, Ricky Maynard
devotes himself to ‘telling the stories about my people, the landscape and its
brutal history’.12 Maynard likes to combine images and text, and in this series he
links his photographs with specific oral histories and excerpts from historical
documents in order to redefine the history of Indigenous Tasmanians. He began
this project in 2005 with the first four images exhibited in the MCA exhibition
Interesting Times. These works were also shown during this time as large
billboards around various Sydney train stations and freeways. Vansittart Island,
Bass Strait was one of those first four images and in it Maynard has caught
something indefinable. Clouds wait above the island casting a shadow across it,
their eerie reflection lighting the sea below. A flock of gulls stand still on the
shore in the foreground where smooth rocks are arranged as if configured
for some use. Vansittart Island was a site of exile for mainland Tasmanian
Aboriginal people, and on the island there is evidence of what once were graves.
In text that accompanies the image, Old George Maynard remembers strangers
looking for skeletons on the island as late as 1910, digging up graves in the
name of research, and he remembers he and his people moving the bodies of
their grandmothers to other islands where no-one could find them.

BIOGRAPHY

‘I wanted young Aboriginal people and families of the future to look at these
images and for them to say, “this is us”. That’s the most important thing for
me.’ 11
Ricky Maynard

11. Ricky Maynard interviewed by Keith Munro in Keith Munro et al. (2007) Ricky Maynard: Portrait of a
Distant Land [exhibition catalogue], Museum of Contemporary Art: Sydney, p. 92.
Image: Vansittart Island, Bass Strait, Tasmania from the series Portrait of a Distant Land 2005 40.5 x 50.5 cm
black and white gelatin silver print Courtesy the artist and Stills Gallery, Sydney © the artist
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Senior

READING

• Take a photograph of a person or place that is important to you. Find or
write some text to accompany the image. Divide into pairs and show each other
your images without the texts. Now show the images with the texts. How does
the text change the way your image is read? Swap the texts so that your text
accompanies your partner’s image and vice versa. How does this change the
reading of the images?

Senior and junior
• In the Portrait of a Distant Land series, Ricky Maynard presents text with
each of the images, including Vansittart Island, Bass Strait. Where does
the text come from? How does the text change the way you respond to the
photographs? Do you think the text is necessary?
• What are some other artists who use text in their work? Look at Ian Abdulla’s
paintings. How does the text operate in his work? Look at Magritte’s Ceci n’est
pas une pipe. How does the text operate within that painting?

Image: The Healing Garden, Wybalenna, Flinders Island, Tasmania from the series Portrait of a Distant Land 2005
40.5 x 50 cm black and white gelatin silver print Courtesy the artist and Stills Gallery, Sydney © the artist
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Discussion points

147 x 918mm (h x w)

HISTORY

• Take a photograph of a person or place that is important to you. Write something
that you think goes with the photograph. Think about how you could write about
the same photograph in a totally different way. Does the picture seem different
when you look at it with the different pieces of writing? In what way?

EXHIBITION

Junior
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While we try to make it look as simple as possible, in fact a photograph is often
very well thought out, planned and executed.’ 13
Ricky Maynard

13. Ricky Maynard interviewed by Keith Munro in Keith Munro et al. (2007) Ricky Maynard: Portrait of
a Distant Land [exhibition catalogue], Museum of Contemporary Art: Sydney, p. 92.
14. Ricky Maynard, Message Stick Portrait of a Distant Land, Pt 2, transcript http://www.abc.net.au/
tv/messagestick/stories/s2377561.htm [accessed 29/01/2009]
15. Ricky Maynard interviewed by Keith Munro in Keith Munro et al. (2007) Ricky Maynard: Portrait of
a Distant Land [exhibition catalogue], Museum of Contemporary Art: Sydney, p. 94.
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Unlike many of the new generation of Indigenous photomedia artists in Australia,
Ricky Maynard almost never incorporates an image of himself in his work. Apart
from an earlier image within the deeply personal Urban Diary series, Broken
Heart from the Portrait of a Distant Land series is a rare exception. In this
photograph the artist stands knee deep in the ocean fully clothed, looking in half
profile away from the camera across the sea. For most of his images Maynard
is constantly pre-visualising, thinking about the tonality and the nuances of
light, waiting for his moment, the play of light. Here the sky is pale with a few
clouds halfway to the horizon, the sea quite dark and flat. The figure of Maynard
himself is still, his head just touching the horizon, generating tension in the
image. The text accompanying the photograph, ‘When we left our own place
we were plenty of People, now we are but a little one’, is taken from a petition
to Her Majesty Queen Victoria signed by eight Aboriginal leaders on Flinders
Island in 1846. After decades resisting the occupiers of their land, in 1833
several hundred of the Indigenous survivors of the ‘Black War’ were removed
from mainland Tasmania to Flinders Island in the Bass Strait where most
perished in poor conditions over the next 14 years. Maynard spent more than
a year walking the coast of the island, making sure that for this photograph he
stood exactly where he thought his people would have stood, longing for their
homelands across the sea. After placing the tripod and lining up the shot, he
held his breath because of the long exposure required and got a crew member
to take the picture.14 Maynard says, ‘For me, the aim is to show authenticity in
the work. In order to achieve that authenticity you have to have a solid base.
It’s something that I strive for in every image, in every part of the story. It is
important to be able to say, “yes I was here”.’15

Image: Broken Heart from the series Portrait of a Distant Land 2005 40.5 x 40.5 cm black and white gelatin silver print Courtesy the
artist and Stills Gallery, Sydney © the artist
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Senior and junior

Senior and junior

• Compare Broken Heart with Death in Exile and The Healing Garden. What links
can you make between these three works?
• Looking at these three images and reading the text included, what do they
tell us about the layered meaning of place for Aboriginal and non Aboriginal
Tasmanians?

READING
EXHIBITION

• How did Indigenous Tasmanians end up firstly at Vansittart Island and then at
Wybalenna on Flinders Island?

MAYNARD’s
PRACTICE

• Look at the series No More Than What You See. Which of the images, if any, do
you think Ricky Maynard pre-visualised? Why do you think so?

• Maynard has taken other images of significant sites without including people
in the shots. Why do you think Maynard chose to put a person in this shot? Why
do you think Maynard chose to put himself in this shot? What effect, if any, does
his particular presence have on your reading of the image?

INFLUENCES

• The name of any work of art can influence the reading of that work. How do
you think the title Broken Heart changes the way you interpret or respond to
the image?

• What, if anything, do you think it means that Ricky Maynard didn’t physically
‘take’ the photograph for Broken Heart?

HISTORY

• Think of a photographic image you would like to produce. Imagine all the
details in your head. Think about the composition of your shot. Is it a landscape?
A cityscape? Will you include someone in the photograph? Is it a portrait? What
feeling are you trying to convey? What should the light be like to create the
effect you want? What time of day do you need to take the picture in order to
get the light you want? What is your depth of field? Where is your focus? Write
down all these things. Now try to achieve the image you have in your head.
Change some of the details, such as time of day, focus or composition. See
how changing these details changes the photograph and changes the way the
photograph makes the viewer feel.

• How much planning do you think documentary photographers do before they
start working? Even if you don’t know exactly what shots you might be getting,
how could you plan for your photo shoot?

INTRODUCTION
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Ricky Maynard sees his work as an alternative, collaborative view of Indigenous
Australia. Aboriginal people have in the past been photographed exclusively by
non-Aboriginal people and, until the mid 20th century, have had little chance to
influence the imaging of their own history. Maynard is determined; therefore,
for his photography to operate as a liberating force for Indigenous people
and to involve the people he is photographing in the process, to develop a
connection with them in the spirit of co-authorship. He feels such co-authored
photographs ‘become the records of people consciously participating in the
photographic act and can be seen as positive images’.17 When Maynard shot
Urban Diary in 1997 he was struggling with issues in his own life that meant
he had a strong connection with the people he was photographing. In this
series he works with people living in a drug and alcohol rehabilitation centre
in Melbourne’s beachside suburb of St Kilda, taking pictures of them as they
go about their lives. Maynard says, ‘One direction contemporary documentary
practice might take…is toward recording the “I” instead of the “Other”, centring
itself on what the photographer’s life is rather than what it is not’. 18 Maynard’s
photographic practice revolves around his life, whether he is working with
the directly personal (Urban Diary), his immediate community (The Moonbird
People), or issues concerning all Indigenous Australians (Returning To Places
That Name Us).

MAYNARD’s
PRACTICE

‘Standard photographic technique is essentially an act of subjugation, in which
people are inevitably reduced to objects for the use of the photographer…To
build an alternative practice, a convivial photography, we need to abolish this
oppressive relationship. Co-authorship must be established beforehand. It is
impossible to fight oppression by reproducing it.’ 16
Ricky Maynard

INFLUENCES

Co-authorship

16. Ricky Maynard quoted in Julie Gough, ‘Time ripples in Tasmania’, Art & Australia, 35(1), 114.
17. Ricky Maynard ‘Urban Diary’ in Keith Munro et al. (2007) Ricky Maynard: Portrait of a Distant Land
[exhibition catalogue], Museum of Contemporary Art: Sydney, p. 69.
18. Ricky Maynard quoted in Julie Gough, ‘Time ripples in Tasmania’, Art & Australia, 35(1), 114.
Image: Untitled from the series Urban Diary 1997 26.5 x 40.5 cm black and white gelatin silver print Courtesy the artist and Stills
Gallery, Sydney © the artist
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Co-authorship: ACTIVITIES

• If the photographer is always the one behind the camera, how do you think the
concept of co-authorship operates?
• What is the history of Aboriginal people and photography? How were
Aboriginal people portrayed in the early years of photography in Australia? Who
was taking the photographs of Aboriginal people then and why? How has the
situation changed?

READING
EXHIBITION
MAYNARD’s
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Senior and junior

INFLUENCES

Discussion points

HISTORY

• Think of two similar groups of people you would like to photograph. Photograph
one group of people without knowing much about them. For the next group of
people, get to know them over a period of time, then photograph them. Ask each
group how they felt about the process. How did you feel about each process?
Compare the images. How are the series different? Which way do you prefer
to work?

BIOGRAPHY

Senior and junior
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19. Ricky Maynard, ‘No More Than What You See’ in Keith Munro et al. (2007) Ricky Maynard: Portrait
of a Distant Land [exhibition catalogue], Museum of Contemporary Art: Sydney, p. 104.
20. Ricky Maynard quoted in Marcia Langton, ‘We are here: Memory, presence and landscape in
Tasmania’ in Keith Munro et al. (2007) Ricky Maynard: Portrait of a Distant Land [exhibition catalogue],
Museum of Contemporary Art: Sydney, p. 59.
Image top and previous: Untitled from the series No More Than What You See 1994 29 x 46 cm black and white gelatin silver print
Courtesy the artist and Stills Gallery, Sydney © the artist
Image bottom: Joe, Wik Elder from the series Returning to Places that Name Us 2000 45.5 x 56 cm black and white gelatin silver print
Courtesy the artist and Stills Gallery, Sydney © the artist
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Ricky Maynard spent more than half his career shooting on 35mm until he
decided a master photographer needed to be master of the large-format
camera. He used a bellows 4x5 large-format camera for the first time when
shooting Returning To Places That Name Us (2000). These larger than life images
reveal intimate details of the faces of the Wik elders as they expand beyond
the frame. The shallow depth of field and blown out background persuade the
viewer to focus on the face alone. Maynard had travelled to Aurukun on Cape
York after the High Court’s Wik decision and the government’s response to
it, intending to photograph the Wik people and their country. The uncertain
politics in the community at the time meant that this larger project wasn’t
achievable, and he was pleased in the end to come away with these five simple
images, shot just before he left when the elders turned up at his makeshift
studio – a light tent set up in the back of a house in the community. ‘They came
to me in the last few days when they knew I was leaving. I knew they would
come to me when they were ready.’20 Compare these images with those from
No More Than What You See (1997), often shot on the run in the prison system
of South Australia. In the prison series the light is unpredictable, the faces are
sometimes obscured and the environment often dominates the people.

INFLUENCES

‘Visually a prison is not the easiest place to photograph in, with little natural light
and small rooms. The light level was really low and so it was hard to photograph
without using flash, which I try to avoid. I used TRI-X 400 and had to bounce the
light off the walls and ceiling. I didn’t want to lose quality by pushing the film too
far. At least I had a 24mm lens, which came in useful. It was hard to photograph
in a group situation, even the yards were small, and my most effective shots
were one on one in the cells.’19
Ricky Maynard

HISTORY
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INTRODUCTION

THE TECHNICAL: ActivitIES

Senior
• What was the Royal Commission into Aboriginal Deaths in Custody?
• Maynard shot the Wik series with a large-format camera and tripod. Would
it have been a good idea to use this sort of camera when shooting the prison
series? Why? What sort of a camera/lens do you like to use? Why?

Senior and junior
• Ricky Maynard prefers to shoot using natural light. Why do you think this is
so? Which do you prefer? How does the effect of natural lighting differ from
the effect of artificial lighting and/or the use of a flash?

21. Ricky Maynard interviewed by Keith Munro in Keith Munro et al. (2007) Ricky Maynard: Portrait of
a Distant Land [exhibition catalogue], Museum of Contemporary Art: Sydney, p. 91.
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• Compare the series No More Than What You See and the series Urban Diary.
Look also at the The Moonbird People series. Think about how Maynard places
the people in relation to their environment. How do the series differ?

INFLUENCES

• Look at these two pictures. What has Ricky Maynard chosen to include in
each of the pictures? What do you think he might have chosen to exclude? What
effect do you think these choices have on how you read the different images?

HISTORY

‘Photography is the art of exclusion.’ 21
Ricky Maynard

BIOGRAPHY

Senior and junior

GLOSSARY

28

•the US Farm Security Administration photographers Dorothea Lange (1895 –
1965) , Walker Evans (1903 – 1975) and Ben Shahn (1898 – 1969) and their work
with the rural poor of the American West in the late 1930s and early 1940s;
•W. Eugene Smith (1918 – 1978), a humanistic or social documentary photographer
who produced photographic essays for LIFE and other publications, including
his documentation of the effects of long-term industrial mercury poisoning on
the local population in Minamata, Japan;
•Lewis Wickes Hine (1874 – 1940), a sociologist employed by the National Child
Labour Committee between 1908 and 1918 to travel around the US taking
photographs in mines and factories of child labourers;

22. Minox, Metol &Macintosh, ‘Group f/64 Manifesto’ http://kcbx.net/~mhd/1intro/f64.htm [accessed
03/04/2009]

•Paul Strand (1890 – 1976), an American photographer and film maker who was
one of the founders of the Photo League – a cooperative of photographers
who believed in using their practice to promote social and political causes.

INTRODUCTION
BIOGRAPHY
READING
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•Jacob Riis (1849 – 1914), a New York police photographer turned social reformer
whose photographs of the slums of the Lower East Side of Manhattan, which
he showed as slides with commentary and published as a book, How the Other
Half Lives (1890), resulted in significant changes to the laws surrounding New
York’s tenements.

MAYNARD’s
PRACTICE

•Group f/64, a group of US West Coast photographers, including Edward
Weston (1886 – 1958) and Ansel Adams (1902 – 1984), active in the early 1930s
whose intention was to promote ‘pure’ photography, defined in their manifesto
as ‘possessing no qualities of technique, composition or idea derivative of any
other art form’. 22

•John Thomson (1837 – 1921), a Scottish photographer and traveller who spent
ten years living and working in Asia before returning to London where he worked
with political writer and activist/ journalist Headingley Adolphe Smith (1846 –
1924) to document the people of the streets in a monthly publication Street
Life in London (1876);

INFLUENCES

Ricky Maynard cites his year of study at the International Center of Photography,
New York, as the most significant influence on his practice. There his teachers
included Mary Ellen Mark (1940 – ), the documentary photographer best known
for her work with people in institutions for the mentally ill and her portrayals of
Mother Teresa, Indian circuses, and brothels in Bombay which were the product
of many years of work in India. Other strong influences include:

HISTORY
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‘So the next thing I remember was that they took us from there and we went
to the hospital and I kept asking – because the children were screaming and
the little brothers and sisters were just babies of course, and I couldn’t move,
they were all around me, around my neck and legs, yelling and screaming. I was
all upset and I didn’t know what to do and I didn’t know where we were going. I
just thought: well, they’re police, they must know what they’re doing. I suppose
I’ve got to go with them, they’re taking me to see Mum. You know this is what
I honestly thought. They kept us in hospital for three days and I kept asking,
“When are we going to see Mum?” And no-one told us at this time. And I think on
the third or fourth day they piled us in the car and I said, “Where are we going?”
And they said, “We are going to see your mother”. But then we turned left to go
to the airport and I got a bit panicky about where we were going…They got hold
of me, you know what I mean, and I got a little baby in my arms and they put us
on the plane. And they still told us we were going to see Mum. So I thought she
must be wherever they’re taking us.’

INFLUENCES

Excerpt from Bringing them home: Report of the National Inquiry into the
Separation of Aboriginal and Torres Strait Islander Children from Their Families

READING

BIOGRAPHY

BRINGING THEM HOME

23. Commonwealth of Australia (1997) Bringing them Home: Report of the National Inquiry into the
Separation of Aboriginal and Torres Strait Islander Children from Their Families, Human Rights and
Equal Opportunities Commission: Sydney, p. 2.
Image: Untitled from the series In The Footsteps of Others 2003 40 x 50 cm black and white gelatin silver print Courtesy the artist
and Stills Gallery, Sydney © the artist

HISTORY

Confidential submission 318, Tasmania: removal from Cape Barren Island,
Tasmania, of 8 siblings in the 1960s. The children were fostered separately.’ 23
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Mervyn Bishop (1945 - ) led the way for contemporary Aboriginal photographers.
He grew up in Brewarrina, became a cadet press photographer for Fairfax
newspapers in 1963, won News Photographer of the Year in 1971 and is perhaps
most well known for his 1975 photograph of Prime Minister Gough Whitlam
pouring soil into the hands of traditional landowner Vincent Lingiari in the
Northern Territory.

24. see Gary Lee (2001), ‘Picturing: Aboriginal social and political photography’, Artlink, 20(1), 45-49.

Image: Robert McFarlane Queuing to look through the camera, Yula Chapman, Lesley Bell, Timothy Douglas, Katrina Watson, Trevor
Davidson and Juanita Murray
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Available records indicate the first Indigenous Australians to seize the camera
themselves were Jimmie Barker (1900–1972), an Aboriginal man from New South
Wales, who shot, developed and printed his own photographs in the 1930s, and
Winuoidj, who took photographs while assisting photographer Axel Poignant
(1906-86) in Arnhem Land in the 1950s. 24

INFLUENCES

Indigenous Australians have been photographed since the mid-1800s. Until
the early 1900s the camera was always in the hands of non-Indigenous
men – expeditioners, anthropologists, studio photographers. Ethnographic
images sought to document, identify and classify. Later, postcards depicting
photographs of Indigenous people posed with random artefacts were used to
market ‘the exotic’ around Australia and to other parts of the world. These
early images, critiqued on many levels (as denigrating and stereotypical
representations of a people, as manifestations of their subjugation), have
nevertheless provided a valued archive for contemporary Indigenous and nonIndigenous Australians.

HISTORY

Indigenous Australians
and Photography
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25. Jonathan Jones (2008) catalogue essay in Half Light: Portraits from black Australia [exhibition
catalogue], Art Gallery of New South Wales: Sydney, p. 9.
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HISTORY

A number of Indigenous photomedia artists rose to prominence internationally
in the 1990s, including Tracey Moffatt, Destiny Deacon and Michael Riley. Most
recently, Half Light: Portraits from Black Australia (2008-09) an exhibition
of portraiture at the Art Gallery of New South Wales, revealed the diversity
of practice of Indigenous photographers over the past few decades. While
Aboriginal photographers began by documenting Aboriginal people, often
within their own communities, many have moved from social documentary to
the personal and the abstract. Half Light included the work of Ricky Maynard
and Peter Yanada McKenzie, sitting squarely in the documentary photography
tradition, alongside the important images of photojournalist Mervyn Bishop,
the surreal dreamscapes of Brook Andrew, the satire of Destiny Deacon and
Genevieve Grieves’ reworking of historical studio portraiture.

MAYNARD’s
PRACTICE

In the 1980s, a new generation of young urban Aboriginal artists and
photographers was emerging, and Koorie art ’84 was the first major exhibition
of their work. Two years later the groundbreaking NADOC ’86 exhibition
of Aboriginal and Islander photographers ‘demonstrated that Indigenous
Australians in command of this colonial tool [the camera] were a powerful
and political force’.25 Artists included Mervyn Bishop, Brenda L. Croft, Darren
Kemp, Tracey Moffatt and Michael Riley. Leading up to the bicentenary in 1988,
the After 200 Years project engaged twenty Aboriginal and non-Aboriginal
photographers to document twenty communities across Australia. One of them
was Ricky Maynard, who produced his The Moonbird People series. The project
resulted in an exhibition and the publication After 200 Years: Photographic
essays of Aboriginal and Islander Australia today.

INFLUENCES
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On March 5, 1772, a French expedition led by Nicholas Marion du Fresne landed on the island. Within a few hours his sailors had shot several Aborigines. On
January 28, 1777, the British landed on the island. Following coastal New South Wales in Australia.

TASMANIA 1803 - 1876 Tasmania is established as a British convict settlement. These convicts had been harshly traumatized and were exceptionally

brutal. In addition to soldiers, administrators, and missionaries, eventually more than 65,000 men and women convicts were settled in Tasmania. A glaringly inefficient
penal system allowed such convicts to escape into the Tasmanian hinterland where they exercised the full measure of their blood-lust and brutality upon the island’s
Aboriginal occupants. According to social historian Clive Turnbull, the activities of these criminals would soon include the ‘shooting, bashing out brains, burning alive,
and slaughter of Aborigines for dogs’ meat’.
“It is estimated that between four and ten thousand Aboriginal people lived in Tasmania when the first white settlers arrived in 1803 and began to clear and farm the
land. Sealers and whalers probably visited Van Diemen’s Land, as it was then called, before this time. Conflict between the occupiers and the local people began as the
newcomers encroached upon the land and competed for food. Aboriginal women and children were abducted and held by farmers, whalers and sealers as partners and
slaves, and the conflict gradually escalated into the ‘Black War’ of the 1820s and early 1830s. Thousands of Aboriginal people were killed in the conflict or succumbed to
European diseases. Most of the remaining Aboriginal population escaped the ‘Black Line’ of 1830, when Lieutenant-Governor George Arthur ordered a chain of men to
sweep across the island in order to corral the people on the Tasman Peninsula. In 1833 several hundred Indigenous people were removed to Flinders Island, where most
died in poor conditions over the next 14 years. Transferred to Oyster Cove, the last survivor of those taken to Flinders Island, Truganini, died in 1876.
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EXHIBITION

Marks the recorded arrival and intrusion of the first Europeans. Abel Jansen Tasman, the Dutch navigator after whom the island is named, anchored off
the Tasmanian coast in early December, 1642. Tasman named the island Van Diemen’s land, after Anthony Van Diemen--the governor-general of the Dutch East India
Company. The island continued to be called Van Diemen’s Land until 1855.

MAYNARD’s
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1642

INFLUENCES

Key moments in time

1830

HISTORY

1803

1777-1804 French artist on the famous Baudin voyage of exploration & discovery. This voyage charted the Australian coast & visited Sydney in 1803. He
contributed a number of portraits of Tasmanian Aborigines. Antique Print Room - Sydney :: ABORIGINES - Related web pages

Around 70 Aboriginal women were living with sealers on a dozen islands of the Furneaux group in Bass Strait.

1847 Thirteen Aboriginal families, including the Maynard’s, remain on the Bass Strait islands, going on their annual mutton birding expeditions.
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1858

March 1858 - The Bishop of Van Diemen’s Land, Francis Russell Nixon (1803-79) an amateur photographer, made photographs of nine members of the
Oyster Cove Coal Tribe. These early photographs of Tasmanian Aborigines remained little known until the professional photographer, John Watt Beattie (1859-1930)
made copies for sale to the tourist trade under his own name in the 1890s. Encyclopedia of Nineteenth-century Photography

1866

The Aboriginal community on Cape Barren Island seeking communal ownership of Cape Barren Island from the Tasmanian government is refused.

INTRODUCTION
BIOGRAPHY

March 1851 - Three pencil drawings of Tasmanian Aborigines are in the Mitchell Library; a drawing titled Aborigines of Van Diemen’s Land was exhibited at
Hobart Town in March 1851. DAAO Robert Neill - Related web pages

READING

1851

1920

EXHIBITION

1912

Cape Barren Island Reserve Act established by the Tasmanian government. This Act was designed ‘to provide for the subdivision of the Cape Barren Island
reserve and for occupation of portion thereof by the descendants of Aboriginal natives’. The Cape Barren Island reserve was created in 1881. The act allowed for land
to be subdivided into homestead and agricultural blocks. This was repealed by Cape Barren Island Reserve Act 1945

1930s Ricky Maynard’s mother’s family moves from the islands to Launceston when an uncle develops polio. Today the island is still very isolated, with a doctor

MAYNARD’s
PRACTICE

The population of Aboriginal survivors of the colonial era congregated on Cape Barren Island is approximately 300. Subsequent Government policy, which
included the forcible removal of children, however, ultimately forced people to the Tasmanian mainland.

1938

Day of Mourning protest meeting held in Sydney on the sesqui-centenary of Australia Day in order to draw attention to repressive government policies
that, after 150 years of white settlement, severely limit the rights of Indigenous people in Australia.

INFLUENCES

flying in for a clinic only once a fortnight.

1947
1949

A committee recommends the Cape Barren Aboriginal Reserve be closed.

Australian Citizenship Act gives Indigenous people the right to vote in Commonwealth elections if they are enrolled for State elections (they are not able
to vote in State elections in Western Australia and Queensland).

HISTORY

1940s Ricky’s parents marry in Launceston where they settle whilst still visiting the islands seeing family and partaking in cultural activities.
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1958

120 islanders left on the Bass Strait islands.

1962

All Aboriginal people given the vote in Commonwealth elections.

1963

Aboriginal photographer Mervyn Bishop employed by Fairfax newspapers.

INTRODUCTION
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The Cape Barren Aboriginal Reserve Act is repealed and in accordance with the assimilation policy, the Reserve Act was abolished and the people again
became non-Aboriginal.

READING

1951

1967

Australian citizens vote ‘yes’ in a referendum to count Aboriginal people in the census.

EXHIBITION

Mid 1960s 60 islanders left on the Bass Strait islands.

1987–1991

Royal Commission into Aboriginal Deaths in Custody.
On 10 August 1987 Prime Minister Hawke announced the formation of a Royal Commission to investigate the causes of deaths of Aboriginal people while held in State
and Territory gaols. The Royal Commission was established in response to a growing public concern that deaths in custody of Aboriginal people were too common
and poorly explained. The Letters Patent formally establishing the Commission were issued by the Governor-General on 16 October 1987. Similar Letters Patent were
issued by the States and the Northern Territory.
The Commission examined all deaths in custody in each State and Territory which occurred between 1 January 1980 and 31 May 1989, and the actions taken in respect
of each death. The Commission’s terms of reference enabled it to take account of social, cultural and legal factors which may have had a bearing on the deaths under
investigation.

INFLUENCES

1986 NADOC ’86 exhibition of Aboriginal and Islander photographers.

HISTORY

After 200 Years, a three-year documentary project seeking to shift the way Indigenous people have been represented, is funded for the
Australian bicentenary. Twenty Aboriginal and non-Aboriginal photographers work collaboratively in twenty communities to represent the diversity of Indigenous life
across the country. The project culminates in an exhibition and publication – After 200 Years: Photographic essays of Aboriginal and Islander Australia today.
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1985–1988
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The National Native Title Tribunal, a Commonwealth Government agency set up under the Native Title Act 1993 (Cth) is established. The Tribunal assists
people to resolve native title issues. It essentially has two roles:
- to mediate native title claims under the direction of the Federal Court; and
- to assist people in negotiations about proposed developments, such as mining (future acts), and arbitrate in some situations where the people cannot reach
agreement about proposed developments.
The Tribunal can also assist people who want to negotiate other sorts of agreements, such as Indigenous Land Use Agreements (ILUAs).

1995

Tasmanian Government establishes the Aboriginal Lands Act 1995 (Tas) (the Act) is an ‘Act to promote reconciliation with the Tasmanian Aboriginal
community by granting to Aboriginal people certain parcels of land of historic or cultural significance’ (long title). The Act came into operation on 14 November 1995,
acknowledging the dispossession of the Indigenous people of Tasmania and provides for the establishment of an elected Aboriginal Land Council to hold and manage
lands of cultural and historical significance. The Act vests in the Council 12 parcels of culturally significant land in the first official land hand back of Crown lands
to Aboriginal people of Tasmania.

1996

On 23 December 1996, the Wik decision of the High Court of Australia finds that native title rights can coexist with pastoral leases, a pastoral lease does
not necessarily extinguish native title. The Wik people of western Cape York Peninsula had been fighting for native title rights for decades.

May 1997

Prime Minister John Howard responds to the High Court of Australia Wik decision by releasing the Federal Government ‘10-point plan’ draft
legislation in Parliament.
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1994

EXHIBITION

On 1 January 1994 the Commonwealth Native Title Act 1993 commenced operation. The Act was part of the Federal Government’s response to the 1992
High Court’s decision in Mabo v Queensland No. 2, which found that Australian common law can recognise the rights and interests over land and water possessed by
Indigenous people in Australia under their traditional laws and customs – ‘native title’. The Act adopts this common law definition of ‘native title’.
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1993

INFLUENCES

On 3 June 1992 the Mabo decision of the High Court of Australia established that native title is recognised under Australian law. The court recognised in
the Mabo v Queensland judgement that the common law of Australia recognises native title to land. The Court rejected the doctrine that Australia was terra nullius
(land belonging to no-one) at the time of European settlement and said that native title can continue to exist.

HISTORY

1992

1997

Bringing them Home: Report of the National Inquiry into the Separation of Aboriginal and Torres Strait Islander Children from Their Families tabled in
Federal Parliament April 1997.
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2005 The hand back of title to the Tasmanian Aboriginal Community of Cape Barren and Clarke Islands is made by the Tasmanian Premier Paul Lennon on 10 May

2005 under the Aboriginal Lands Amendment Act 2004 (Tas). It included 45,000 hectares of Cape Barren Island and 11,000 hectares of Clarke Island and an area of
land on Goose Island, to be held and managed by the Aboriginal Land Council of Tasmania.
The land on Cape Barren and Clarke islands to be overseen by the local Aboriginal association in what is the first official handover of Crown land to an Aboriginal
community in Tasmania.
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The remains of several Aborigines from the colonial era held by the Royal College of Surgeons are returned to Tasmania. Included is hair and skin from Truganini,
a woman once hailed as the last Tasmanian Aborigine, among thousands of bones and body parts held in museums in Britain and around the world – originally for
experimental or historical purposes. The College of Surgeons’ museum is the first English institution to take action in response to an agreement by Britain and
Australia two years ago to increase efforts to repatriate remains to indigenous communities.
Our research, their remains - Related web pages

READING

The government’s ‘10-point plan’ passed in Federal Parliament as the Native Title Amendment Act 1998 (Cth) making extensive amendments to the Native
Title Act 1993 (Cth) (the NTA). The amendments were made in response to the High Court’s decision in the Wik case, which confirmed that native title rights and
interests may exist over land which is or has been subject to a pastoral lease, and possibly also over some other forms of leasehold tenure.

EXHIBITION

1998

2008

Official apology to Indigenous Australians by the Prime Minister Kevin Rudd.

2009

Approximately 200 Aboriginal people living in the Bass Strait islands including 70 Aboriginal Tasmanians residing on Cape Barren Island.

INFLUENCES

A delegation of Tasmanian Aboriginal people visit the University of Edinburgh, Scotland where human remains held in their collection are handed over for repatriation.
Included are samples of hair belonging to Tasmanian Aboriginal people, one of whom was said to be Truganini, the so-called “last” Tasmanian Aboriginal woman.
Edinburgh University led the way in Europe, becoming one of the first to engage with the Australian and New Zealand governments, as well as native Aboriginal people,
to return their collections which begun in 1991, where the University handed over most of its collection.
The ear bone’s connected to the heritage of Aborig... - Related web pages

HISTORY

Tasmania in the 19th century to Aboriginal rights campaigners after a 20-year struggle for their return. The fragments, the oldest of which dates back to 1839, are
repatriated back to Tasmania along with the remains of 17 Aborigines that have been held by the museum since the 1940s.
Tasmanian Aboriginal Remains Returned - Related web pages
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2007 May 11, - The Natural History Museum in London holding Britain’s national collection of human remains hands over teeth, skulls and skeletons looted from
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My Home
Awakening from a hard bed in a small shack
feels like I’m home,
Peering out towards the rookery says the first load won’t be long,
I imagine my ancestors muttonbirding many years ago,
I can see a boy crouching on the point,
throwing rocks and watching them disappear right before his eyes.
“Load’s in!”
I walk towards the shed and realise, this is my home, my culture,
Generations and generations of Indigenous people have stood on this sacred
land before me,
I feel as though I have a privilege to be Aboriginal and to have a significant place
in this tradition of living off the land.
Sometimes I cut birds’ legs off all day long,
I get bored from time to time but I’m reminded plenty that I’m continuing our
culture just by being here.
I have been birding every year since I was nine months old,
and I hope muttonbirding will continue for many generations to come,
because, for some, it’s their home and always will be.

INFLUENCES

Marley Clark was born in 1994 in Hobart. She lives and goes to school on Flinders
Island, Tasmania and in autumn every year she goes mutton birding with her
family. This is a story she wrote about what the tradition means to her.

HISTORY

MY HOME
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INTRODUCTION

composition – the way in which the parts or elements of a photograph are
combined within the frame.

bounce the light – photographers sometimes prefer to aim light onto, for
example, a nearby wall rather than shining it directly at their subject so when it
bounces back off the wall onto the subject the light is softer and more diffuse.

coolamon (east coast) – a canoe-shaped vessel made from tree bark
traditionally used by Aboriginal women to carry water, fruits, nuts and various
other bush foods as well as to cradle babies.

Bringing them home: National Inquiry into the Separation of Aboriginal and
Torres Strait Islander Children from Their Families –
This enquiry was established by the federal Attorney-General, Michael Lavarch,
on 11 May 1995, in response to efforts made by key Indigenous agencies and
communities concerned that the general public’s ignorance of the history of
forcible removal was hindering the recognition of the needs of its victims and
their families and the provision of services.
Two reports were produced, a formal 700 page report titled Bringing them
Home and subtitled Report of the National Inquiry into the Separation of
Aboriginal and Torres Strait Islander Children from Their Families was tabled in
Federal Parliament on 26 May 1997 and a less formal and shorter Community
Guide titled Bringing them Home - Community Guide and subtitled A guide to
the findings and recommendations of the National Inquiry into the separation

Crown land – a particular class of public land belonging to the State or Federal
governments (the term ‘Crown land’ comes from Britain where such land
belonged to the monarchy).

BIOGRAPHY

blown out – overexposed; the film has been exposed to so much light that detail
has been lost.

READING

colonial – of or relating to a colony or colonialism, in which a nation extends its
sovereignty over territory beyond its borders by the establishment of settler
colonies where the indigenous population is often displaced, dispossessed or
destroyed.

EXHIBITION

bellows camera – a camera (usually large or medium format) with a pleated
expandable ‘bellows’ between the film plate and the lens. This flexible dark
enclosure allows the lens to be moved further from or closer to the focal plane
for focusing.

MAYNARD’s
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artefact – an object made or modified by a person (in archeology/anthropology
often a tool, weapon or ornament).

of Aboriginal and Torres Strait Islander children from their families
The report concluded among other things that Indigenous families and
communities have endured gross violations of their human rights. These
violations continue to affect Indigenous people’s daily lives. They were an act
of genocide, aimed at wiping out Indigenous families, communities and cultures,
vital to the precious and inalienable heritage of Australia.

depth of field – the portion of an image that appears to be in focus.
digital camera – a camera that records an image electronically and stores it on
a memory card as opposed to a film camera that exposes photographic film to
light in order to record a picture.
documentary photography – ‘the word “documentary” is now used to describe
a very particular photographic practice or, perhaps more accurately, a very
particular ethos subscribed to by some photographers. The word is used not so

HISTORY

anthropologist – a person who studies the origin, development and varieties,
and sometimes especially the cultural development, customs and beliefs, of
humankind.

INFLUENCES
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ethnographic images – images taken for the purposes of documenting and
classifying people in the name of scientific study.
exposure – the total amount of light allowed to fall on the film or image sensor
when taking a photograph. A long exposure refers to the shutter of the camera
being open for a long time.

Mabo decision – on 3 June 1992 the Mabo decision of the High Court of Australia
established that native title is recognised under Australian law and with that
landmark decision dismissing the fictitious notion of Terra Nullius - a Latin word
meaning empty land, upon which Australia was claimed.
moonbird – a commonly used local word alongside mutton bird to describe the
shearwater bird.
mutton birding – is the seasonal harvest of petrel birds, especially the
shearwater species, for food, oil and feathers. It usually refers to the more
sustainable and regulated harvesting of young adult birds in the southern
regions of Australia and New Zealand for five weeks every autumn. For the Bass
Strait Islanders it is short-tailed shearwater, or ‘moonbird’; and in Aotearoa/
New Zealand it is the sooty shearwater or ‘titi’.
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8x10 camera – film-based still cameras are made for a range of film types
including 35mm film, which comes in a roll 35mm wide, and the larger 4x5 and
8x10 formats, which come in single sheets with dimensions in inches (an inch is
approx. 2.5cm).

M.33 Photoagency – an independent Melbourne-based group of documentary
photographers which exhibits and publishes photography in Australia and
abroad.

READING

much to describe a discrete photographic style, or even a historical movement,
but a complex set of borderline moral attitudes to the medium passionately
adhered to by some photographers. To the documentary photographer the
camera is a tool with which they can personally witness, and possible even
change, the world.’

EXHIBITION
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land rights – the rights of the original inhabitants of a country to possess land,
the legal recognition of such rights.
large-format camera – a camera that uses sheet film or a digital sensor with
dimensions of at least 4x5 inches. Most large-format cameras have adjustable
fronts and backs that can be tilted out of parallel with each other and shifted
up, down or sideways giving photographers more control over the rendering of
perspective and depth of field.

Native Title Amendment Act 1998 – Following the 1992 Mabo Decision that
established that native title is recognised under Australian law, The High Court
of Australia’s 1996 Wik Decision further investigated land ownership of pastoral
leases. The Wik Decision recognised native title rights for land that was

INFLUENCES

native title – describes the rights and interests of Aboriginal and Torres Strait
Islander people in land and waters, according to their traditional laws and
customs. Native title rights may include the possession, use and occupation
of traditional country. It may also be a right of access to an area or the right
for native title holders to participate in decisions about how others use their
traditional land and waters.

HISTORY

High Court of Australia – the highest court in the Australian judicial system,
it interprets and applies the law of Australia, deciding cases of special federal
significance.

GLOSSARY

f-stop – the measurement of the aperture setting of a camera, e.g. f5.6, f8.
The larger the f-stop, the smaller the aperture and amount of light entering
the camera, and vice versa.

NADOC – now NAIDOC (National Aboriginal and Islander Day Observance
Committee). With its origins in the 1938 Day of Mourning, this committee
was once responsible for organising national activities one day a year and
its acronym has since become the name of the week itself. NAIDOC Week
celebrations are held across Australia each July to celebrate the history,
culture and achievements of Aboriginal and Torres Strait Islander peoples.
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focus – when a part of a photograph is in focus it is sharp and clearly defined.

‘10-point plan’ – John Howard’s government responded to the Wik decision by
releasing its ‘10-point plan’, designed to give ‘certainty’ about who has what
rights over what parts of the land. Howard’s media release said: ‘The fact is
that the Wik decision pushed the pendulum too far in the Aboriginal direction.
The 10-point plan will return the pendulum to the centre.’ 27
35mm camera – a compact still camera that uses 35mm film.
TRI-X 400 – a classic high-speed black and white Kodak photographic film
available in 35mm and 120 (medium format) rolls.
24mm lens – a typical wide-angle lens for a 35mm camera.
27. http://www.australianpolitics.com/issues/aborigines/amended-10-point-plan.shtml [accessed
09.03.09]

Wik decision – following the High Court of Australia’s Mabo decision of 1992
that established native title, the High Court’s Wik decision on 23 December
1996 found that native title rights can coexist with pastoral leases, a pastoral
lease does not necessarily extinguish native title.

INTRODUCTION
BIOGRAPHY
READING

Wik people – the Wik Aboriginal people come from the western part of the Cape
York Peninsula. They have been fighting for native title rights to their country
for decades.

EXHIBITION

Royal Commission into Aboriginal Deaths in Custody – The Royal Commission
into Aboriginal Deaths in Custody led to fundamental changes to the way the
criminal justice system deals with Indigenous people in Australia. The Commission
investigated the deaths of 99 Aboriginal persons in police and prison custody
between October 1987 and November 1990. The disproportionate rate at which
Aboriginal people were arrested and imprisoned in Australia was identified
as the principal and immediate explanation for deaths in custody. Although
more than 300 of the Commission’s recommendations were adopted, little has
changed and there is still widespread suspicion in the Aboriginal community
about a spate of deaths in custody. http://www.austlii.edu.au/au/special/
rsjproject/rsjlibrary/rciadic/rciadic_summary/rcsumk01.html

Farm Security Administration – a US government body responsible for an
assortment of programs attempting to combat rural poverty in the US during
the Depression, and most famous for its highly influential photography program
that exposed the dire circumstances of the rural poor.
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resolution – a term used in both traditional and digital photography to describe
the quality (amount of detail) of an image.

tenements – buildings divided into flats, especially in the poorer, crowded parts
of a large city.

INFLUENCES

petroglyph – an image created by carving or pecking into or abrading part of
a rock surface.

series – a set or number of things (images in this case) of a similar or related
nature.

HISTORY

owned on behalf of the Australian public by government; issuing co-existence
to Indigenous peoples and pastoral owners. The Native Title Amendment Act
(commonly referred to as the ‘Ten Point Plan’) was passed by the Howard
government in 1998 in response to the High Court of Australia Wik Decision.
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