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advertisers — most of whom are local business people — do not view Aboriginal
people as consumers.

Finally, while Imparja is the only large-scale commercial television station owned
by Australian Aboriginal people, only 10 percent of the television staff is Aboriginal.
To help correct for this problem, in 1988 CAAMA and Imparja made a training
agreement with the Department of Education, Employment and Training to train 33
Aboriginal people as videotape operators, editors, recording assistants, TV present-
ers, radio journalists and broadcasters, translators/interpreters, sales representatives,
researchers, and bookkeepers. All trainees were supposed to be taken on as perman-
ent employees by CAAMA and Imparja at the end of their training; the facr that this
did not happen was in part responsible for a change in leadership at CAAMA in
1992 and ongoing criticism of Imparja.

Imparja, as the only indigenously owned commercial television station in the
world, has received considerable attention by critics and supporters alike. However,
to comprehend the significance of indigenous media production, it is important to
look at the range of media projects being carried out by Aboriginal Australians (of
which this only touches on a few). Together, WMA, CAAMA, and Imparja (and
others of course) might instruct us as to the costs and benefits of the introduction of
media technologies in different settings. Small groups such as WMA, compared to
CAAMA and Imparja, are fragile in economic terms and because they rely heavily
on the unique talents of a few individuals. For example, WMA’s central figure,
Francis Jupurrurla Kelly, is able to juggle and use both Australian and traditional
Aboriginal language and knowledge. Eric Michaels captured a sense of this in his
description of Francis:

Jupurrurla, in his Bob Marley T-shirt and Adidas runners, armed with his video portapak,
resists identification as a savage updating some archaic rechnology to produce curiosities of a
primitive tradirion for the jaded modern gaze. Jupurrurla is indisputably a sophisticated
cultural broker who employs videotape and modern technology to express and resolve
political, theological, and aesthetic contradictions that arise in uniquely contemporary cir-
cumstances.’”

Such individuals, however, occupy a historically unique intergenerational position
that is unlikely to be replicated unless a conscious effort is made to do so. So, the
departure of just one of them is a serious blow to the operation of these small-scale
media groups.

On the positive side, the local scale of WMA has allowed for community control
over media both artistically and politically — for example, through the “illegal”
satellite downlink into which they insert their own programming. More important,
WMA has developed an innovative production style (in aesthetic matters and in
work relations) that is embedded in local concerns and social organization and
traditions. Eric Michaels, in his report The Aboriginal Invention of Television,
based on his work at Yuendumu, argued that the substance and formal qualities of
the tapes have a distinctly Warlpiri sensibility, marked for example by an intense
interest in the landscape as filled with specific meaning. In contrast to the free-
floating signifiers that characterize televisual semiotics, traditional Aboriginal
knowledge is made meaningful by associations with particular geographic locations.
But, he went on to point out, of equal if not more importance is the social organiza-
tion of media production; the ways in which tapes are made, shown, and used reflect
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‘Warlpiri understandings of kms}up and group responsibilities for display and access
to traditional knowledge.®°

The complex control of cultural information in Aboriginal society has been of
much interest to scholars of Aboriginal society. A number of ethnographic inquiries
(e.g., Bell, Dyers, Sansom)®? demonstrate how ceremonial and other kinds of know-
ledge (“law”) critical to cultural identity are transmitted, and the power inherent in
such social relations. Elders impart their knowledge at appropriate times over the
life cycle, most dramatically through initiation rituals. Such knowledge transmission
is organized not only by generation but by gender and kin classifications. Thus, in
traditional communities, knowing, seeing, hearing, speaking, and performing cer-
tain kinds of informartion is highly regulated; violation of norms can meet with
severe sanctions. Groups such as WMA, because they are locally based, are able to
develop rules for video production and viewing appropriate to such community
standards.

In contrast to the WMA, Imparja is a large multimillion dollar station in
which information flows follow the imperatives of commercial television oriented
toward mass audiences. The need for advertising always supersedes investment
in programming for Aboriginal viewers. In keeping with the management’s
Euro-Australian orientation, Imparja’s Aboriginal programs such as Nganampa
use the conventions of television; yet Aboriginal people, news, and languages are
heard and seen twice weekly on commercial television in Central Australia.
The two other RCTS starions (satellite downlinks), though not owned by Aborigines,
also offer programming for the Aboriginal populations in their areas. The Golden
West Network in Western Australia (excluding Perth) produces Milbindi, a weekly
current affairs magazine in prime time. The half-hour program, which is rebroad-
cast on Imparja, has Aboriginal presenters and stories stress positive aspects of
Aboriginal life and culture. They also produce a twice-weekly news insert on Abori-
ginal issues, Marmum, and once a month screen an Aboriginal special as well as
the government-produced Aboriginal Australia.®® Queensland Satellite TV (QSTV)
works with an Aboriginal and Torres Straits Islander program committee to
provide about an hour a week of Aboriginal programming and also
offers monthly broadcasts of Aboriginal Australia. Their thirteen-part Aboriginal
affairs program, My Place, My Land, My People, about the various Aboriginal
communities in the QSTV viewing area, was cancelled due to budget cuts in
1991.

Do the formal conventions of Western TV that these shows use turn off more
traditional Aboriginal viewers, or do they seduce them into watching other non-
Aboriginal programs? Are more European viewers inclined to attend to things
Aboriginal when they appear in the “flow” of broadcast? Indeed, in settings such
as Central, Western, and Northern Australia, where different cultural models for
communication intersect, questions about media reception are complex. As Helen
Molnar points out:

European mass media with its homogenized messages transmirted from a central source are
ar odds with Aboriginal information patterns. Aborigines see their local areas as the centre
from which information emanates. Their information/communications model is complerely
the reverse of the European model which sees the urban cirties as the centre and the remote
communities as the periphery. The mass media not only i ignores local boundaries (Aboriginal
countries), it also makes information accessible to all viewers.5
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However, the development of Aboriginal video production is significant not only to
their own communities. “Aboriginal people, both individually and collectively, are
turning to film, video and television as the media most likely to carry their messages
to one another and into the consciousness of white Australia.”®* Given this situ-
ation, how can efforts to increase the visibility of Aboriginal people in the mass
media also respect Aboriginal rules of representation — such as the taboo on viewing
images of people who have recently died?

Over the last five years a number of efforts have been initiated to meet the
demand for more Aboriginal participation and visibility in television, not only for
local access to video in remote areas of Australia, but also for more Aboriginal
representation on mainstream national television. While the state-controlled
and funded Australian Broadcasting Corporation (ABC) had been training Abori-
gines since 1980, by 1987 only seven Aborigines were employed there. That
same year, the prime minister established the Aboriginal Employment and Develop-
ment Policy (AEDP), which requires all industries to have 2 percent
Aboriginal employment by 1991.%° Consequently, the ABC set up an Aboriginal
Programs Unit in 1987; their first Aboriginally produced and presented
program, Blackout, began broadcasting in May 1989 on a Friday-evening
time slot. Additionally, in 1991, the unit programmed a Thursday-night eight-
part séeéries of independent documentaries on Aboriginal topics, The First Austra-
lians.

In April 1989 the Special Broadcast Service initiated a thirteen-part TV
series devoted to Aboriginal issues. Called First in Line, it aired Tuesday nights at
7:30 p.m. The producers and crew were primarily Aboriginal and consulted with
communities throughout Australia for items stressing the positive achievements
of Aborigines.®” Eventually, First in Line was discontinued, and an Aboriginal
Program Unit was established with Rachel Perkins (a former CAAMA trainee)
at the head. For 1992-3, she is purchasing programming from groups such as
WMA and CAAMA (Nganampa-Anwernekenhe), as well as commissioning
four independent documentaries on different aspects of Aboriginal history and
culture.®®

Mediating Identities

The range of media generated with and by Australian Aborigines since the 1980s
operate at distinct levels of social, political, and economic organization, yet increas-
ingly they intersect. In some measure, they correspond to the diverse social positions
occupied by Aboriginal Australians and the various ways they have attempted to
gain visibility and cultural control over their own images. And it is important to
remember that some remote Aboriginal communities still regard television as “the
third invader” following Europeans and alcohol.®® Yet the imposition of Euro-
Australian televisual forms and technology on relatively intact traditional Abori-
ginal communities has also catalyzed locally controlled, innovative, community-
supported video production that has had a revitalizing effect in some venues. It is
important, then, to consider what distinguishes groups such as EVTV and WMA,
who have maintained local control and creativity in developing television and video.
As Philip Batty assesses it:



g st L
e «.1"?’1» 5

oy g o pRAe e IECREIERIEY FORE >

iy ea o] e T

g o

MEDIATING CULTURE 229

They had managed to establish their own local television service funded through their
own local resources and became familiar with the basic processes of television production,
long before the arrival of global television. ... So when we talk about “resistance” 1o global
television, it seems that this can only be accomplished in any effective way, by gaining
an active if basic knowledge of television technology, and applying that knowledge in
locally relevant and meaningful ways, and thereby be in a position to develop the

confidence and the community consciousness to deal with global television on an equal
footing.”

To return to Marcia Langton’s argument, such work is necessary but not sufficient if

it occurs in a vacuum of political and aesthetic sensibility toward Aboriginal cultural
production.

The conflict berween black and white in Australia about representations of “aboriginalities”
cannot be resolved by demanding that Aboriginal people have control of those representa-
tions. Self-determination does not work at this level of social life. Rather the resolution is to be

found in the development of a body of critical theory and knowledge about representations of
Aboriginal peoples and concerns.””

The problematic placement of new forms of cultural expression has been noted by
other scholars of Aboriginal Australia. It was the concern of Eric Michaels’s later
works on Aboriginal art and Warlpiri Media.”* Recently, Fred Myers has written on
the place of art criticism in the global circulation of Aboriginal acrylic paintings.”
These works in Aboriginal studies have profited from an arena of discursive produc-
tion in anthropology and cultural studies that has been emerging during the late
1980s, a discourse that transcends the static essentialism of the Faustian bargain
and the cultural and political myopia of the global village. For example, in his essay
on ethnic autobiography, Michael Fischer offers insights thar also seem appropriate to
understanding indigenous media (recognizing that Aboriginal identity and ethnic
identity are not to be equated with a depoliticized domain of multiculturalism):

What the newer works bring home forcefully, is, first, the paradoxical sense that ethnicity is
something reinvented and reinterpreted in each generation. ... The search or struggle for a
sense of ethnic identity is a (re)invention and discovery of a vision, both ethical and future
oriented. Whereas the search for coherence is grounded in a connection to the past, the

_ Ineaning abstracted from that past, an important criterian of coherence, is an ethic workable
for the future.”

With these insights in mind, what are we to make of MTV-inspired indigenous
productions with well-known Aboriginal country western and rock groups that are
so popular with a range of Aboriginal audiences? These are perhaps the metalan-
guage, the poetry of indigenous media, performing what is implicit in other kinds of
productions that might follow more conventional lines. In one particularly popular
segment featuring a band led by Aboriginal singer Ned Hargraves, the video-pro-

cessed image, clearly a Western form, might be interpreted as contradicting the
message of the song the group sings:

Look at us, look at the price we have paid.
Keep your culture, keep your land.
Will you stop before your ways are dead?
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As the group performs against a dramatic desert background, visions of men
doing traditional dances, images of desert animals and sites, fade in and out. By
the end of the piece, the lead singer, Ned Hargraves, falls down, apparently dead. It
seems to be the fitting image to the end of the piece as the last line is repeated:
“Will you stop before your ways are dead?” Then, suddenly, Ned revives with a
wink and a “thumbs up” signal to the audience, suggesting a different perspective
that inverts the usual jeremiad over cultural loss. Such unexpected bricolage,
borrowing freely from a range of available expressive resources (rock music,
video, Aboriginal language and landscape) is in the service of Aboriginal cultural
assertion.

For Aboriginal producers, the goal of their media work is not simply to maintain
existing cultural identities, what some Aborigines have called the “cultural refriger-
ation” approach.” The production of new media forms is also a means of cultural
invention that refracts and recombines elements from both the dominant and
minority societies. Art critics Fry and Willis try and capture that sense of “hybridity”
in the language of postmodernism. They update Lévi-Strauss’s image of bricolage
with more contemporary metaphors, combining popular understandings of recom-
binant DNA and telecommunications.

Making a new culture which knowingly embraces the future is a more viable form of cultural
bricolage (by this we mean the making of a culture by a process of the selection and assembly
of combined and recombined cultural forms). Resistance to ethnocide is not seen as trying
simply to defend an existent cultural identity but the forging of a new one which rejects the
models sought to be imposed. Radio, television and video have become significant media in
this cultural strategy. And what 1s particularly significant is that these media break the circuit
of producing products for circulation and consumption within the culture of dominance (as
opposed to works of art). Aboriginal radio, video and TV producers are producing ideas and
images that circulate in their own cultures.”®

Mass mediation of indigenous culture is certainly not a global village, as Imparja’s
g y g g, parj

subsuming of Aboriginal interests to commerical imperatives makes-clear. Yet, when -

indigenous media is under local control, it seems to have a revitalizing potential,
suggesting a more positive model than the Faustian one. Young Aboriginal people
who are or will be entering into production are not growing up in a pristine world,

untouched by the dominant culture, nor do they want to assimilate to the dominant -

culture. They are juggling the multiple sets of experiences that make them contem-
porary Aboriginal Australians. Many want to engage in creating images and narra-
tives about their present lives, which nonetheless connect them to their history, and
direct them toward a future as well. For this generation, Aboriginally produced
stories and images about Aboriginal life in Australia are increasingly visible in the
flow of images seen by all audiences.

At its best, indigenous media is expressive of transformations in indigenous
consciousness rooted in social movements for Aboriginal empowerment, cultural
autonomy, and claims to land. Many would argue that there is a continuum of
activities for Aboriginal self-determination vis-a-vis the state that links land rights to
air rights. Like the ethnic autobiographies that Fischer discusses, one can see in this
work a new arena of cultural production in which specific historical and cultural
ruptures are addressed and mediated, and reflections of “us” and “them” to each
other are increasingly juxtaposed.
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INTERVIEWS

Batty, Phillip, assistant director, CAAMA, Alice Springs, July 5, 1988.

Glynn, Freda, director, CAAMA; chair, Imparja, Alice Springs, July 6, 1988.
Perkins, Rachel, director, Aboriginal Programs Unir, SBS, Sydney, April 29, 1992.
Peters, Frances, Aboriginal Programs Unit, ABC, Sydney, April 30, 1992.

Sandy, David, Aboriginal Programs Unit, ABC, Sydney, April 30, 1992.

FILMOGRAPHY

Bowman, Arlene 1986. Navajo Talking Picture.

Cavadini, Alessandro and Carolyn Strachan 1981. Two Laws.

Coffey, Essie, with Martha Ansara and Alec Morgan 1979. My Survival as an
Aboriginal.

Elder, Sarah and Leonard Kamerling 1973. At the Time of Whaling.

—— 1973, Tununeremiut.

——1976. From the First People.

——1976. On the Spring Ice.

——1988. The Drums of Winter.

Kanuck, Zacharias 1977. Goodbye Old Man.

——1987. From Inuit Point of View.

——1989. Quaggig.

Macdougall, David and Judith Macdougall 1980. Familiar Places.

——1980. Takeover.

~——1980. The House Opening.

Mckenzie, Kim 1980. Waiting for Harry.

Msayesva; Victor 1984, Itam Hakim, Hopiit.

~——1988. Ritual Clowns.

Moffatt, Tracey 1987. Nice Coloured Girls.

——1990. Night Cries: A Rural Tragedy.

Olin, Chuck 1983. Box of Treasures.

O’Rourke, Dennis 1976. Yumi Yet.

~——1978. Ileksen.

——1987. Cannibal Tours.

Rouch, Jean 1954. Les Maitres fous.

——195S5. Jaguar.

——1960. Chronicle of a Summer.

NOTES
All illustrations to this chapter can be found at http://ethnonet.gold.ac.uk

1 For example, in the summer of 1990, “The Decade Show: Frameworks of Identity in the
1980s” was hosted by a consortium of three New York City museums: the New Museum



232 FAYE GINSBURG

E
=
-
t
I
=

4

£

of Contemporary Art, the Studio Museum in Harlem, and the Museum of Contemporar
Hispanic Art. The accompanying brochure to the show describes the issue uniting th
diverse visual, video, and performing artists in the exhibition: “Through their examinatio:
of familiar issues — homelessness, gender, racism, sexism, AIDS, homophobia, medi:
politics, the environment, and war — these artists demonstrate that identity is a hybris
and fluid notion that reflects the diversity of American society. ... The work included i
this exhibition may be seen as material evidence of alternate viewpoints. Many artists o
color, for example, in their philosophical, aesthetic, and spiritual linkages to precolonia
societies of Asia, Africa, and America, legitimize diversity, resist Eurocentric dominatio:
and create a foundation from which to analyze and explain contemporary social phenom
ena. Feminist, gay, and lesbian artists similarly affirm that there are other ways of seeing
ways equal to existing cultural dictates.”

As part of a commitment to multicultural awareness, Britain’s Channel 4 and the Britis]
Film Institute developed the Workshop Declaration of 1981, which gave nonprofit media
production units with four or more salaried members the right to be franchised an
eligible for nonprofit production and operation money. These workshops are expectec
to provide innovative media and educational programs in the communities where they ar
situated.

In the racially tense climate of Britain in the early 1980s, and especially after th
1981 Brixton riots, the Labour Party initiated progressive cultural policy through the
establishment of a race relations unit and Ethnic Minorities Committee. Money was mad:
available for film and video from the Greater London Council and local borough councils
Based on these funds, the future members of two influential and ground-breaking
black film groups, Sankofa and Black Audio Film, financed their first works and organizec
workshops; see Coco Fusco, “A Black Avant-Garde? Notes on Black Audio Film Col
lective and Sankofa,” in Coco Fusco, ed., Young, British and Black (Buffalo, NY, 1988)
7-22.

The Special Broadcast Service (SBS) in Australia was set up initially as an ethnic broad
casting service. Until 1989 it viewed Aboriginal people as outside its mandate because they
are indigenous rather than ethnic minorities.

The following two examples illustrate the growing interest in indigenous media work ir
well-known “high culture” institutions. In the spring of 1990 the New Museum hostec
“Satellite Cultures,” a showcase of experimental and alternative video from Australi:
that included screenings of work by Tracey Moffatt, an urban Aboriginal filmmake
and artist who is relatively well known in art circles, as well as a reel of work by
CAAMA, and a documentary on Aboriginal land rights, “Extinct but Going Home.’
Unfortunately, the video was poorly contextualized and badly exhibited. Lacking any
background, most American observers watching the CAAMA programs seemed intriguec
but bewildered.

In June 1992 the Association on American Indian Affairs, the National Museum o
the American Indian, the American Indian Community House, the Learning Alliance
and the Film Society of Lincoln Center jointly sponsored “Wind and Glacier Voices: The
Native American Film and Video Celebration.” This was the first such festival ever held a
the Walter Reade Theater, part of New York City’s prestigious “high culure” Lincolr
Center.

Quoted in Philip Batty, “Singing the Electric: Aboriginal Television in Australia,” in Tony
Downmunt, ed., Channels of Resistance (London, 1993), 114.

For a recent comprehensive work, see Roy Armes, Third World Film Making and the Wesi
{Berkeley, CA, 1987).

Batty, “Singing the Electric,” 3.

The main centers of indigenous media production (besides Australia) are among the
Indians of the Amazon Basin, especially the Kayapo, among Native North American
Indians. See the following sources: Deborah Lee Murin, Northern Native Broadcasting
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(Runge Press {Canada], 1988); Terence Turner, “Visual Media, Cultural Politics and
Anthropological Practice: Some Implications of Recent Uses of Film and Video among
the Kayapo of Brazil,” Commission on Visual Anthropology Review (spring 1990): 8-13;
Elizabeth Weatherford, ed., Native Americans on Film and Video, vol. 1 (New York,
1981); Elizabeth Weatherford and Emelia Seubert, eds., Native Americans on Film and
Video, vol. 2 {(New York, 1988).

This is beginning to change. For example, at the 1991 Amerijcan Anthropological
Association meetings in Chicago, there were two panels on Television and the Trans-
formation of Culture that examined the social processes of production, distribution, and
consumption/reception of television in Great Britain, Nigeria, Papua New Guinea,
Nigeria, Indonesia, the United States, Colombia, China, and Japan.

Marcia Langton, Well, I Heard It on the Radio and Saw It on the Television: An Essay
for the Australian Film Commission on the Politics and Aestbetics of Filmmaking by and
about Aboriginal People and Things (Sydney, 1993), 6.

Stuart Hall, “Cultural Identity and Diaspora,” in J. Rutherford, ed., Identity, Commu-
nity, Culture, Difference (London, 1990), 222.

Some key figures in these discussions include Homi Bhabha, “The Other Question:
Difference, Discrimination and the Discourse of Colonialism,” in Russell Ferguson,
Martha Lever, Trinh T. Minh-Ha, and Cornel West, eds., Out There: Marginalization
and Contemporary Cultures (Cambridge, 1990); Michael Fischer, “Ethnicity and the
Post-Modern Arts of Memory,” in James Clifford and George Marcus, eds., Writing
Culture: The Poetics and Politics of Ethnography (Berkeley, CA, 1986), 194-233; Hall,
“Cultural Identity and Diaspora”; Stuart Hall, “Cultural Studies and Its Theoretical
Legacies,” in L. Grossberg, C. Nelson, and P. Treichler, eds., Cultural Studies (New
York, 1992), 277-94; Lucy Lippard, Mixed Blessings: New Art in Multicultural America
(New York, 1990).

Hall, “Cultural Studies and Its Theoretical Legacies,” 285.

Dell Hymes, “The Use of Anthropology: Critical, Political, Personal,” in Dell Hymes, ed.,
Reinventing Antbropology (New York, 1972}, 3-79.

For example, George Marcus and Michael Fischer, Anthropology as Cultural Critique:
An Experimental Moment in the Human Sciences (Chicago, 1986).

David MacDougall, “Beyond Observational Cinema,” in Paul Hockings, ed., Principles
of Visual Anthropology (Chicago, 1975), 109-24,

Sol Worth and John Adair, Through Navajo Eyes (Bloomington, IN, 1972), 5.

These projects include works such as Familiar Places (1980), Goodbye Old
Man (1977), The House Opening (1980), and Takeover (1980), by David and
Judith MacDougall with various Aboriginal groups in Australia; Two Laws (1983),
made by Carolyn Strachan and Alessandro Cavadini with Aboriginal people in
Boroloola; Ileksen (1978) and Yumi Yer (1976), made by Dennis O’Rourke in
New Guinea; and Sarah Elder and Leonard Kamerling’s work with the Alaska
Native Heritage Project, including Az the Time of Whaling (1973), From the First People
(1976), On the Spring Ice (1976), Tununeremiut (1973), and The Drums of Winter
(1988).

Hopt video artist Victor Masayesva’s works include Itam Hakim Hopiit (1984) and
Ritual Clowns (1988); Inuit producer Zach Kanuck’s work includes From Inuir Point
of View (1987) and Quaggig (1989).

See, for example, Annette Hamilton’s excellent discussion of this and related issues in her
review of Communication and Tradition: Essays after Eric Michaels in Canberra An-
thropology 14, no. 2 (1991): 112-14.

Peter Malone, In Black and White and Colour: A Survey of Aborigines in Recent Feature
Films (Jabiru, Northern Territory, Australia, 1987), 114,

Marcia Langton, “Some Comments on Consultative Anthropology in Aboriginal Austra-
lia,” paper presented at the Australian Anthropological Society meetings, Canberra, 1982.



R raﬂs W

234

FAYE GINSBURG

23

24

25

26

27
28

29

30

31

32
33

34
35
36

37
38
39

40

41
42

43
44

45

“What reason could we as anthropologists give for the glances we cast over the wall a
others? Without a doubt, this word of interrogation must be addressed to all anthropolc
gists, but none of their books or articles has ever been questioned as much as hav
anthropological films. ... Film is the only method I have to show another just how I se
him. In other words, for me, my prime audience is...the other person, the one I an
filming.” Jean Rouch, “The Camera and the Man,” in Hockings, Principles of Visua
Anthropology, 83-102.

For example, the film Box of Treasures (1983) shows how contemporary Kwakiut
Indians are utilizing a number of resources ~ including colonial photography — t
facilitate cultural revival.

Rosemarie Kuptana, “Inuit Broadcasting Corporation,” Compmnission on Visual Anthro
pology Newsletter (May 1988): 39.

A recent example of this argument is Neil Postman’s Technology: The Surrender o
Culture to Technology (New York, 1992), in which he argues that we have surrenderes
our social institutions to the “sovereignty of technology” so that traditional culture ha
become invisible and irrelevant.

David MacDougall, “Media Friend or Media Foe,” Visual Antbropology 1,n0.1(1987): 58
Anne Rutherford, “Changing Images: An Interview with Tracey Moffatt,” in Ann
Rutherford, ed., Aboriginal Culture Today (Canberra, 1988); Scott Murray, “Trace’
Moffatt,” Cinema Papers 79 (1990): 9-22.

P. Black, Aboriginal Languages of the Northern Territory {Darwin, 1983), 3.

Helen Molnar, “The Broadcasting for Remote Areas Community Scheme: Small vs. Big
Media,” Media Information Australia 58 (Nov. 1990): 148.

Michael Leigh, “Curiouser and Curiouser,” in Scott Murray, ed., Back of Beyond
Discovering Australian Film and Television (Sydney, 1988), 78-89.

MacDougall, “Media Friend or Media Foe.”

Eric Michaels, The Aboriginal Invention of Television: Central Australia 1982-86 (Can
berra, 1986).

Helen Molnar, “Aboriginal Broadcasting in Australia: Challenges and Promises,” pape
presented at the International Communication Association Conference, March 1989.
Molnar, “Broadcasting for Remote Areas Community Scheme,” 148.

For anthropological analyses of Aboriginal “self-determination” and the production o:
Aboriginal identity in relation to the state, see “Aborigines and the State in Australia,”
special issue of Social Analysis 24, edited-by Jeremy Beckett.

MacDougall, “Media Friend or Media Foe,” 55.

Molnar, “Broadcasting for Remote Areas Community Scheme,” 149.

While Yuendumu and many other Aboriginal communities had not received the steady
flow of broadcast television, it is important to point out that they were acquainted witt
Western filmmaking practice through community viewings of rented films, attending
cinemas in towns, and, most recently, through the circulation and viewing of materials
through their own or resident whites’ video cassette recorders.

Most of this information is compiled from my interviews with Philip Batty and Freda
Glynn and from Eric Michaels’s report The Aboriginal Invention of Television (Can-
berra, 1986).

Molnar, “Aboriginal Broadcasting in Australia,” 34,

Peter Toyne, “The Tanami Network: New Uses for Communications in Support of Social
Links and Service Delivery in the Remote Aboriginal Communities of the Tanami,” papet
presented to “Service Delivery and Communications in the 1990s” conference, Darwin.
1992.

Ibid.

Jenny O’Loughlin, “Tribal Business Has Gone Space Age in the Qutback,” The Advocate
(March 8, 1992): 12.

Canberra Times, 1992.
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Molnar, “Aboriginal Broadcasting in Australia,” 25ff; Neil Turner, “Pitchat and
Beyond,” Artlink 10 (1990): 43-5.

Neil Turner, quoted in Philip Dutchak, “Black Screens,” Cinema Papers 87 (March—-April
1992): 48.

Batty, “Singing the Electric,” 9.

Dutchak, “Black Screens,” 49.

Molnar, “Broadcasting for Remote Areas Community Scheme,” 149-53.

Batty, “Singing the Electric,” 11.

In addition to CAAMA, there are now four large Aboriginal regional media organiza-
tions: WAAMA (Western Australia Aboriginal Media Association); TEABBA (Top End
Aboriginal Bush Broadcasting Association); TAIMA (Townsville and Aboriginal Islander
Media Association); TSIAMA (Torres Straits Islanders and Aboriginal Media Associ-
ation). These organizations produce radio and in some instances video programs for
broadcast in remote Aboriginal communities (Molnar, “Broadcasting for Remote Areas
Community Scheme,” 148).

Freda Glynn, interview with author, Alice Springs, July 6, 1988.

Imparja’s initial funding came from the Australian Bicentennial Authority ($2.5 million),
the Aboriginal Development Commission {$1.8 million), the National Aboriginal Edu-
cation Commission ($1.5 million), and the South Australian Government ($1 million).
Batty, “Singing the Electric,” 121.

Cliff Goddard, “Imparja Gears up to Bring TV to the Bush,” Land Rights News 2, no. 4
(1987): 12.

Molnar, “Aboriginal Broadcasting in Australia,” 23.

Tony Fry and Anne-Marie Willis, “Aboriginal Art: Symptom or Success?” Art in America
77, no. 7 (winter 1989): 163.

Molnar, “Aboriginal Broadcasting in Australia,” 23,

Eric Michaels, For a Cultural Future: Francis Jupurrurla Makes TV at Yuendumu, Art
and Criticism Monograph Series, vol. 3 (Melbourne, 1988), 26.

Michaels, Aboriginal Invention of Television, 30.

Diane Bell, Daughters of the Dreaming (Melbourne, 1983); Fred Myers, Pintubi Country
Pintubi Self: Sentiment, Place and Politics among Western Desert Aborigines (Washing-
ton, DC, 1986), and “The Politics of Representation: Anthropological Discourse and
Australian Aborigines,” American Ethnologist 13 (1986): 138-53; Basil Sansom, The
Camp at Wallaby Cross (Canberra, 1980).
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