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ACCESS 

Availability of copies 
 
Listening copies are available. Contact the AIATSIS Audiovisual Access Unit by completing an online 
enquiry form or phone (02) 6261 4212 to arrange an appointment to listen to the recordings or to 
order copies.   

Restrictions on listening 
 
This collection may only be listened to by those who have obtained permission from the depositor Ian 
Bryson as well as the AIATSIS Chief Executive Officer or AIATSIS delegate. Refer to audition sheets 
below for more details.  
 

Restrictions on use  

This collection is restricted and may only be copied by those who have obtained permission from the 
depositor Ian Bryson as well as the AIATSIS Chief Executive Officer or AIATSIS delegate. Refer to 
audition sheets below for more details. Permission must be sought from the depositor Ian Bryson as 
well as the AIATSIS Chief Executive Officer or AIATSIS delegate for any publication or quotation of 
this material. Any publication or quotation must be consistent with the Copyright Act (1968). The 
copyright for item 043205 in this collection is owned by the Australian Broadcasting Corporation.  

 

SCOPE AND CONTENT NOTE 

Date:  1995 - 1996 
 

Extent: 23 audiocassettes (approximately 90 min. each) 

Production history 
 
This collection contains interviews with people closely involved with the AIAS Film Unit. The 
interviews were conducted between 1995 and 1996 by the depositor Ian Bryson in conjunction with 
his Masters thesis; interviewees are Jeremy Beckett, Curtis Levy, Peter Hamilton, Robert Edwards, 
Nicolas Peterson, Kenneth Maddock, Roger Sandall, Laurie Fitzgerald, Martha Ansara, Jeremy Long, 
David MacDougall, Judith MacDougall, Stephen Wild, Ian Dunlop and Cecil Holmes.  
 
This research was undertaken by Ian Bryson under the AIATSIS grantee scheme and formed the basis 
of the publication Bringing to Light: A history of Ethnographic filmmaking at the Australian Institute of 
Aboriginal and Torres Strait Islander Studies. Tapes 1 – 8 were deposited on November 12, 1996. Tapes 9 -
21 were deposited in January 2017. Tapes 1- 21 were recorded by Ian Bryson under the grantee 
scheme. Two additional tapes of relevance “ABC interview with Harry Martin and Cecil Holmes” and 
“MacDougall interview 14.12.96” were submitted by Ian Bryson as part of this collection. 
 

https://aiatsis.gov.au/form/contact-us
https://aiatsis.gov.au/form/contact-us
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RELATED MATERIAL 

AIATSIS Collections hold photographic, moving image and print material directly related to this audio 
collection. 
 

 Manuscript and pamphlet manuscripts - MS 3725. 

 Print collection - Bringing to Light: a history of ethnographic filmmaking at the Australian Institute of 
Aboriginal and Torres Strait Islander Studies (call number: B B916.42/B1) 

 
For a complete listing of related material held by AIATSIS, consult our online catalogue, Mura®. To 
conduct a search of available audio finding aids, please click here.  
 

ARCHIVIST'S NOTE  

 
This collection comprises two sets of cassette tapes that were deposited by the collector Ian Bryson on 
different dates. Tapes 1-8 were deposited on the 12/11/1996 and the remaining tapes (9 – 23) were 
deposited in 2017.  
 
This finding aid was compiled from information provided by Ian Bryson and audition sheets prepared 
by AIATSIS staff. Timing points may be slightly out depending on the technologies and procedures in 
place at the time the recordings were auditioned. 

http://www.aiatsis.gov.au/collections/muraread.html
http://aiatsis.gov.au/research/guides-and-resources/collection-finding-aids
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ITEM LIST  

Archive 
number 

Field recording  
number  

Description 
 

034171 
034172 

Field tape 1 Oral history interview with anthropologist Jeremy Beckett 
discussing his role in the Sydney University Film Unit 

034173 
034174 

Field tape 2 Oral history interview with filmmaker Curtis Levy 
discussing his work with the AIAS Film Unit 

034175 Field tape 3 Oral history interview with administrator Peter Hamilton 
discussing ethnographic filmmaking in Australia 

034176 
034177 

Field tape 4 Oral history interview with administrator Peter Hamilton 
discussing ethnographic filmmaking in Australia 

034178 
034179 

Field tape 5 Oral history interview with administrator Robert Edwards 
about Rock engraving and ethnographic filmmaking in 
Australia 

034180 Field tape 6 Oral history interview with anthropologist Nicolas Peterson 
discussing ethnographic filmmaking in Australia 

034181 
034182 

Field tape 7 Oral history interviews with anthropologist Kenneth 
Maddock and filmmaker Roger Sandall, discussing 
ethnographic filmmaking in Australia 

034183 
034184 

Field tape 8 Oral history interview with filmmaker Roger Sandall 
discussing his work with the AIAS Film Unit 

042784 Field tape 9 Oral history interview with sound recordist Laurie 
Fitzgerald discussing his work with filmmaker Roger 
Sandall 

042785 
042786 

Field tape 10 Oral history interview with filmmaker Martha Ansara 
discussing ethnographic filmmaking in Australia 

042787 
042788 

Field tape 11 Oral history interview with the anthropologist / historian 
Jeremy Long about his involvement in AIAS sponsored 
films 

042789 Field tape 12 Oral history interview with the anthropologist / historian 
Jeremy Long about his involvement in AIAS sponsored 
films 

042790 
042791 

Field tape 13 Oral history interview with filmmakers David and Judith 
MacDougall discussing their work with the AIAS Film Unit 

042792 
042793 

Field tape 14 Oral history interview with filmmakers David and Judith 
MacDougall discussing their work with the AIAS Film Unit 

042794 Field tape 15 Oral history interview with filmmakers David and Judith 
MacDougall discussing their work with the AIAS Film Unit 

042795 Field tape 16 Oral history interview with Stephen Wild discussing his 
work as an anthropological adviser to the filmmaker Roger 
Sandall 
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Archive 
number 

Field recording  
number  

Description 
 

042796 
042797 

Field tape 17 Oral history interview with filmmakers David and Judith 
MacDougall discussing their work with the AIAS Film Unit 

042798 
042799 

Field tape 18 Oral history interview with filmmakers David and Judith 
MacDougall discussing their work with the AIAS Film Unit 

043200 
043201 

Field tape 19 Oral history interview with filmmaker Ian Dunlop about 
his work 

043202 Field tape 20 Oral history interview with filmmaker Ian Dunlop about 
his work 

043203 
043204 

Field tape 21 Oral history interview with filmmaker Roger Sandall 
discussing his work with the AIAS Film Unit 

043205 ABC interview 
with Harry 
Martin and Cecil 
Holmes 

Oral history interview with filmmaker Cecil Holmes 
discussing his work 

043206 
043207 

MacDougall 
interview 
14.12.96 

Oral history interview with filmmakers David and Judith 
MacDougall discussing their work with the AIAS Film Unit 
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ITEM DESCRIPTIONS 

Field tape 1 

Performer/speaker(s): Jeremy Beckett 

Personal subject(s): Cecil Holmes, Wolfgang Laade, Margaret Lawrie, George Mye, Senator 
Alexander Lawrie, Derek Freeman, Grahame Lawson, William (Bill) Geddes, 
Tom Hutchens, Peter Hamilton, Michael Allen, Roger Sandall, Peter 
Lawrence, Richard Wright, John Barnes, Alan Burt, D. W. McElwain, Peter 
Ucko, Frederick McCarthy, Frances Calvert, Barry Scott, Ian Dunlop, David 
MacDougall, Judith MacDougall, Sandra Holmes, Cathy Gilham< Budd 
Jackson, Jimmy Stevens, Tom Keifer, Linda Connor, Sharon Bell 

Subject keywords: Film – Ethnographic, Anthropology - Theory and criticism, Politics and 
Government,  

Language/people: Warlpiri people (C15), Gurindji people (C20),  

Places: Torres Strait Islands (Qld TSI SC54, SC55-05), Sydney University, Cape York 
Peninsula (Qld SC54, SD54, SD55), 

Recording quality: Fair to good. 

 

Archive item 
number 

Timing 
point 

Description Date Place  

BRYSON_I01-
034171 

00:00:00 
 
 
00:05:02 
 
00:15:13 
 
 
 
 
00:21:12 
 
 
 
00:27:52 
 
 
00:31:21 

Jeremy Beckett talks about his 
collaboration with Wolfgang Laade 
and Cecil Holmes. 
Jeremy Beckett talks about the 
Sydney University film unit. 
Jeremy Beckett discusses the 
relationship between the Institute 
and university academics with 
specialised interests in Aboriginal 
Studies. 
Jeremy Beckett talks about the 
restructuring of AIAS and the 
demise of the Film Production 
Advisory Committee. 
Jeremy Beckett talks of historically 
significant Torres Strait Islander 
films. 
End of BRYSON_I01-034171. 

1995 Sydney, NSW 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

BRYSON_I01-
034172 

00:00:00 
 
 
00:18:16 
 

Jeremy Beckett reflects upon 
ethnographic film making in 
Australia. 
Jeremy Beckett talks about the 
storage and archiving of film at the 

         1995 Sydney, NSW 
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Archive item 
number 

Timing 
point 

Description Date Place  

 
 
00:21:19 

Sydney University film Unit. 
 
End of field tape 1 and end of 
BRYSON_I01-034172. 

034171 / Field tape 1 
 Ian Bryson interview with Jeremy Beckett at Sydney, 1995 

00:00 Archive announcement. 

00:14 Tape ID. 

00:28 Discussion of the use of archival material – film footage of dancers from Murray 
Island. Mention of Cecil Holmes in relation to the loss of archival footage. 
Discussion of the genesis of the project and Wolfgang Laade’s roll in the early 
stages. Mention of Margaret Lawrie author of Myths and Legends of Torres Strait. 

02:30 Discussion of Cecil Holmes’ filmmaking in Torres Strait, his political radicalism 
(communist) and lobbying of Queensland State politicians including George Mye 
(?) to address the aspirations of Torres Strait Islander people. Mention of Senator 
Alexander Lawrie and his conservative political influence.  

03:30 Discussion of Jeremy Beckett’s role as a consultant on the dance aspect of the film 
both in its early stages under Wolfgang Laade and then later under Holmes. 

03:39 Discussion of the absence of cameras and sound recording in field work in the 
1950s and 60s. Anthropology at the time was still strictly “structural functionalist”. 
Mention of Derek Freeman (anthropologist) in relation to discussions they had 
about the role of film in anthropological documentation. 

05:02 Discussion of the Sydney University Film Unit – when Jeremy Beckett first started 
there in 1966. Mention of the arrival of William (Bill) Geddes from Auckland, his 
assistant Tom Hutchens – collaboration, disharmony with Peter Hamilton. 
Mention of Michael Allen and his 8mm ethnographic film work in Vanuatu. 
Mention of Roger Sandall’s arrival in 1973, his independent filmmaking, 
collaboration with Geddes and eventual segue into sociology lecturing. 

09:00 Discussion of budget cuts within the Sydney University faculty and the effect of 
this on the film unit over time leading to its eventual demise. The retirement of 
William Geddes and the succession of Peter Lawrence and Richard Wright both of 
whom had no interest in ethnographic film also contributed to the demise of the 
film unit. 

10:30 Discussion of Jeremy Beckett’s appointment as chair of the department in 1992 
and the terms of Roger Sandall’s appointment to make and teach film. 

12:25 Discussion of the plight of the equipment bought during Roger Sandall’s tenure – 
some sold off in 1992. 

14:25 Discussion of the potential for a re emergent ethnographic film unit at Sydney 
University, Jeremy Beckett thinks not – “it’s over, nobody’s interested in it …” 

15:13 
 

Discussion of the influence of William Geddes on the Institute and the 
anthropological work being undertaken at various universities across Australia;  
Grahame Lawson, Geography Professor from Adelaide with an interest in 
Aboriginal studies, William Geddes from Sydney, John Barnes from ANU, Alan 
Burt (?), D. W. McElwain Professor of Psychology from Queensland University. 
Mention of Geddes’ role in the film production advisory committee. 

17:08 Discussion of the final meeting of the film production advisory committee and 
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Peter Ucko’s role in restructuring the Australian Institute of Aboriginal Studies. 
Mention of Frederick McCarthy’s directorship, Peter Ucko’s domination of the 
Institute in particular his efforts to assert his authority over Ronald Berndt and 
William Geddes. 

19:27 Jeremy Beckett explains how the shift in the power structure at the Institute and 
the dynamic between Peter Ucko and William Geddes was influential in Roger 
Sandall’s move from Canberra to Sydney. 

21:12 Discussion of Jeremy Beckett’s role in the film production advisory committee, 
meetings in William Geddes’ office at Sydney University. Mention of a screening 
of an excerpt from the “Grid Island Dancers” film. 

24:20 Discussion of committees and their illegitimacy in relation to the Parliamentary 
Act. The Department of Aboriginal Affairs stepped in to bring an end to 
government funded meetings in Canberra. 

25:15 Discussion of the conflict between Frederick McCarthy and Peter Hamilton. Peter 
Hamilton moving on to work with William Geddes at Sydney University and 
conduct field work with partner Annette before taking up a position in the 
Architecture faculty at Sydney University to explore his interest in Aboriginal 
housing. 

27:52 Discussion of historically significant Torres Strait Islander films including The 
Islanders (Cecil Holmes), The Land of Long Islanders (?), Talking Broken (Frances 
Calvert). Mention of less significant commercial documentary films; North of Cape 
York and the filmmaker Barry Scott. 

32:21 End of 034171 and end of Side A of field tape 1. 

 

034172 / Field tape 1   

 Continuation of an Ian Bryson interview with Jeremy Beckett at Sydney, 1995 

00:00 Archive announcement. 

00:22 Discussion of Jeremy Beckett’s role as a consultant and interviewee for Barry 
Scott’s film North of Cape York. 

01:10 Discussion of Australia’s reputation in relation to “cutting edge” ethnographic film 
with reference to the work of Ian Dunlop, David and Judith MacDougall. Mention 
of Jeremy Beckett’s return to Sydney from New Zealand in 1966 and his 
recollections of the films produced by the Institute at that time including Kunapipi, 
Cecil Holmes’ and Roger Sandall’s films. 

03:46 Discussion of how the Institute changed direction under Peter Ucko and David 
MacDougall’s film Sell Out (Takeover?). 

05:40 Discussion of how Aboriginal people used ethnographic films of the time to 
pursue their own ends. Mention of Roger Sandall’s Lawari and Walkara as a case in 
point where the Warlpiri and Gurindji people were able to later use this film as 
evidence in a successful land rights claim. 

07:24 Discussion of the political dimension of William Geddes films and the primacy of 
ritual. Mention of Cecil Holmes, his political disposition as a filmmaker, his desire 
to teach filmmaking to Aboriginal people and his post Institute career in television 
and as a newspaper editor in the Northern Territory. 

10:40 Discussion about who was the best of the filmmakers associated with the Institute. 
Ian Dunlop, Roger Sandall, Cecil Holmes and William Geddes all come in for 
consideration. 

13:28 Discussion about the distinction between films of the period that merely provided 
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a documentary record of “a ritual or a technique” as opposed to films with a 
genuine ethnographic sensibility – Cecil Holmes, William Geddes and Roger 
Sandall all discussed.  

14:30 Discussion of the differing filmmaking approaches of Roger Sandall and Cecil 
Holmes. Sandall’s Camels and the Pitjantjara (1969) discussed at some length and 
contrasted with Cecil Holmes’ The Islanders. Mention of Sandra Holmes. 

16:30 Discussion of the Roger Sandall, Cathy Gilham (?) film called Weddings. Mention of 
footage that was shot by Sandall and Budd Jackson focusing on the Jimmy Stevens 
separatist movement in Vanuatu.  

18:16 Discussion of the storage and archiving of film at the Sydney University film unit. 
Films stored include those of William Geddes, Roger Sandall, Tom Keifer (?) 
Mention of Bryson’s experience working as an archivist for Ian Dunlop and Linda 
Connor – filmmaker and archivist attached to the film unit. 

20:15 Discussion about Sharon Bell, her collaboration with Roger Sandall in Sri Lanka 
and mention of her career in academia at the University of Wollongong and the 
Australian Film and Television School. Brief mention of Linda Connor’s work at 
the University of Newcastle. 

21:18 End of 034172 and end of Side B of field tape 1. 

   
  RETURN TO ITEM LIST 
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034173 and 034174 / Field tape 2 

Performer/speaker(s): Curtis Levy 

Personal subject(s): Nicolas Peterson, Curtis Levy, Pat O’Shane, Ned Lander, Rachael Perkins, 
Reg Ansett, Lord Snowdon, Brian Gore, Max Gilles, Tony Tuckson, Peter 
Luck, Dick Roughsey, Percy Trezise, Humphrey Fisher, Bob Edwards, Steven 
Muecke, John Von Sturmer, Edmund Kennedy, Ian Dunlop, David Bradbury, 
Albert Namatjira, Keith Namatjira, Peter Ucko, Galarrwuy Yunupingu 

Subject keywords: Film – Ethnographic, Entertainment – Film, Ceremonies  

Language/people: Kayardild / Kaiadilt people (G35) 

Places: Melbourne (Vic SJ55-05), Cape York Peninsula (Qld SC54, SD54, SD55), 
Bentinck Island (Qld Gulf Wellesley Islands SE54-02), Ntaria / 
Hermannsburg (South Central NT SF53-13) 

Recording quality: Fair to good 

 

Archive item 
number 

Timing 
point 

Description Date Place  

BRYSON_I01-
034173 

00:00:00 
 
00:07:34 
 
 
00:18:00 
 
 
00:30:50 

Curtis Levy talks about his recent 
film making activities. 
Curtis Levy talks about how he 
became involved in film making and 
how he came  to work for AIAS 
Curtis Levy talks in detail about his 
work for AIAS and the work of 
other ethnographic film makers. 
End of BRYSON_I01-034173. 

1995 Sydney, NSW 
 
 
 

BRYSON_I01-
034174 

00:00:00 
 
 
 
00:13:33 
 
 
 
 
00:21:15 
 
 
00:27:43 

Curtis Levy talks about his film 
Lurugu in the context of the change 
in focus in ethnographic film 
making in Australia in the 1970s. 
Curtis Levy talks about some of the 
politics associated with making 
films in the 1970s and 80s and 
about Aboriginal people at that 
time. 
Curtis Levy talks about his AIAS 
film Sons of Namatjira and matters 
related to the making of this film. 
End of field tape 2 and end of 
BRYSON_I01-034174. 

034173 / Field tape 2 

1995 Sydney, NSW 

 Ian Bryson interview with Curtis Levy at Sydney, 1995 

00:00 Archive announcement. 

00:13 Tape ID. 
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00:34 Ian Bryson begins by contextualising the interview in relation to his Masters thesis 
and explains the reasoning behind his choice of supervisor Nicolas Peterson. 

02:15 Discussion of Curtis Levy’s current work as a documentary filmmaker. Titles 
discussed include Riding the Tiger – a series of films about Indonesia. 

03:00 Discussion of Curtis Levy’s move away from Aboriginal subjects in his 
filmmaking. Levy explains the terms of his involvement with the Institute. 
Mention of Up for Grabs a film Levy made for SBS examining land rights issues in 
NSW centred around Lyall Monro’s campaign for land rights in Moree. Pat 
O’Shane’s role in the film is also mentioned. 

04:39 Curtis Levy explains how the political climate of the time made it difficult to make 
independent films about Aboriginal people. Ned Lander mentioned as somebody 
who was able to do so, inspite of these difficulties. 

05:30 Discussion of the costs associated with making ethnographic films at the time of 
interview (1995). Levy explains the cost is prohibitive due to the fact that there’s 
no longer a broadcast market for ethnographic content. Mention of Ned Lander 
receiving script development funding through the Institute for Blood Brothers 
coproduced with Rachael Perkins.  

07:34 Discussion of how Curtis Levy first became involved in filmmaking touching on 
his University studies at Monash University in Melbourne and his first media job in 
1964 as an assistant producer on a Channel 0 weekly documentary television series 
- The Pacemakers. Mention of Reg Ansett station owner. 

09:22 Further discussion of Curtis Levy’s early experience at the Commonwealth Film 
Unit working as a production assistant, scriptwriting for corporate films in 
Singapore, assistant editing on many films in London including “Lord Snowdon’s 
ballet film”, unit manager on The Champions. 

10:20 Discussion of Curtis Levy’s return to Australia and a period making radio 
documentaries for the ABC followed by a three year stint working as a researcher 
for television documentaries progressing to a position as a director in the ABC 
Science unit. 

11:15 Discussion of the period of Curtis Levy’s involvement with the Institute from 
1973 to 1978. 

11:47 Discussion of the period in which Curtis Levy was freelancing, producing films for 
Film Australia and ABC television including Breakout (1984), The White Monkey 
(1987) a film about Father Brian Gore in the Philippines, Gilles (1987) a film about 
the comedian and impersonator Max Gilles, The Queen Goes West (1988), Tuckson 
(1988) a film about artist Tony Tuckson, I’ll Go Down Fighting for the series A Big 
Country and Peter Luck’s commercial TV series The Australians. Mention of Levy’s 
film Ghan to Alice (1978) made for Film Australia. 

14:20 Discussion of how Curtis Levy came to work with the Institute through Dick 
Roughsey and Percy Trezise. Levy travelled to Cape York with Roughsey and 
Trezise and approached the ABC about making a documentary about cave 
painting. The ABC rejected the idea – mention of Humphrey Fisher, head of 
documentaries at the time. Soon after Trezise approached Levy about the idea of 
making what would become Lurugu (1973), and arranged finance through the 
Institute. 

16:30 Discussion about why Dick Roughsey wanted the Lurugu initiation ceremony 
filmed, leading to a broader discussion about how attitudes to filming Aboriginal 
ceremonies have changed since the 1970s. 

18:00 Discussion of Curtis Levy’s approach to making Lurugu – his first ethnographic 
film. Mention of the screening of Mourning for Mangatopi (1975) at an ethnographic 
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film festival in Paris.  

21:00 Discussion of Levy’s Sons of Namatjira (1975) and David and Judith MacDougall’s 
Goodbye Old Man (1977). Curtis Levy was present during the filming of Goodbye Old 
Man. Mention of other non-Institute films made documenting the Pukamani 
bereavement ceremony – filmmakers include Dr Stuart Scougall and Bob Edwards. 

23:13 Discussion of Curtis Levy’s stylistic approach to documentary, the influence of 
Cinema Vérité, a move to more conventional forms, the critical reception of Sons of 
Namatjira (1975) and the reputation it developed over time. 

25:29 Mention of David MacDougall’s Time of the Barmen (Tempus de Baristas) 1992/93 … 
pause in recording … mention of a film entitled Exile and the Kingdom (1993). 

26:33 Discussion of Stephen Muecke’s critique of Curtis Levy’s Sons of Namatjira (1975). 

28:00 Discussion of the relationship between anthropologist and filmmaker in the 
process of ethnographic filmmaking with particular reference to Curtis Levy’s 
collaboration with the anthropologist John Von Sturmer. 

29:08 Discussion of the trend in academia toward dual training in both anthropology and 
filmmaking. Curtis Levy mentions Hi-8 video as an example of the ease and 
accessibility of technology at the time of interview (1995) and Ian Bryson refers to 
Judith MacDougall’s ANU seminar in High 8 film techniques for the field. 

30:29 End of 034173 and end of Side A of field tape 2. 

034174 / Field tape 2 
 Continuation of an Ian Bryson interview with Curtis Levy at Sydney, 1995. 

00:00 Archive announcement. 

00:15 Discussion of how rapidly changing video formats affects the approach to film 
preservation. 

01:56 Discussion about Curtis Levy’s film Lurugu (1973) in the context of the Institute’s 
shift in priority from filming ceremonies to filming Aboriginal social life. 

04:04 Discussion of specific filmic images and how they’re used in Lurugu to illustrate the 
impact of market economies on traditional Aboriginal communities. Further 
discussion in which Curtis Levy draws a distinction between the depiction of 
ceremonies as part of a “vanishing tradition” as opposed to a “living” tradition 
integrated into modern Aboriginal life. Mention of Percy Trezise, his involvement 
in the ceremony and his eccentricity. Curtis refers to an explorer called Kennedy of 
Cape York (19th century explorer Edmund Kennedy), upon whom Percy Trezise 
modelled himself. 

07:56 Further discussion of Percy Trezise, his relationship with Dick Roughsey and his 
“colonial attitudes towards things.” 

08:30 Discussion about the missionary families that feature in Lurugu as observers of the 
ceremony. 

10:23 Discussion about how Lurugu was received by the Institute and the anthropological 
community of the time. The film represented a radical departure from the 
orthodox portrayals of Aboriginal people up to that time. Mention of Ian Dunlop 
in relation to the film’s reception. 

13:33 Discussion of David Bradbury’s State of Shock (1988), which was badly received by 
urban Aboriginal people. Curtis Levy rates the film amongst the best on the 
subject and stresses the importance of realism and demystification in films about 
Aboriginal people. Levy asserts that “whites live in a dreamtime themselves about 
Aborigines” as a way of avoiding confronting what’s actually happening. 

15:09 Discussion of a project Curtis Levy was developing centred around Galarrwuy 
Yunupingu and his decision to shelve the project due to political sensitivities 
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leading on to a broader discussion about the negative effects of paternalism in 
Aboriginal cultural policy.  

17:28 Discussion of production issues encountered in the making of Lurugu. Mention of 
John Von Sturmer and his ongoing friendship with Curtis Levy. 

19:47 Discussion of the opening shot of Lurugu in which an old man from the Bentinck 
Island community walks through the town. Curtis Levy speaks with great affection 
for the Bentinck Island people and expresses regret that he was unable to make a 
film specifically about them. 

21:15 Discussion about the genesis of the Sons of Namatjira (1975) film. In 1966 (?) whilst 
working at Film Australia Curtis Levy was given the job to rewrite the commentary 
for a film about Albert Namatjira. Inspired by the inadequacies of this pre-existing 
film, Levy set about researching a new film on the subject. On a visit to 
Hermannsburg to research a film about an outstation, for the Institute that would 
later be released as Malbangka Country (1977) Levy took time out to visit the 
Namatjira family just outside Alice Springs and decided to propose to make this 
film as part of the same trip. Mention of the relationship between Levy and Keith 
Namatjira. 

25:27 Discussion about Albert Namatjira’s father in relation to the kinship system, his 
involvement with white missionaries and Curtis Levy’s more general interest in the 
Namatjira story. 

27:16 Curtis Levy reflects on the Principal of the Institute, Peter Ucko’s “flexibility” and 
the ease with which films were financed and made during this period. 

27:42 End of 034174 and end of Side B of field tape 2. 

 
RETURN TO ITEM LIST 
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034175 / Field tape 3 

 

Performer/speaker(s): Peter Hamilton 

Personal subject(s): David MacDougall, William Wentworth, William E. H. Stanner, William (Bill) 
Geddes, Theodor Strehlow, Cecil Holmes, A.P.Elkin, La Mont West, Rhys 
Jones, Betty Jones, Keith Gow, Ian Dunlop, Vladimir Petrov, Charles Boyer, 
Alan Stout, John Heyer, Martha Ansara, 

Subject keywords: Film – Ethnographic 

Language/people: English 

Places: Aurukun (Qld NW Cape York SD54-07), Papua New Guinea (PNG) 

Recording quality: Fair to good. 

 

Archive item 
number 

Timing 
point 

Description Date Place  

BRYSON_I01-
034175 

00:00:00 
 
 
 
00:07:56 
 
 
 
 
00:12:45 
 
 
 
 
 
00:26:24 
 
 
 
00:30:39 

Peter Hamilton talks about the early 
days of the AIAS film unit, 
priorities, cultural shifts, political 
factors. 
Peter Hamilton talks about key 
figures in the formation of the 
Institute and the structural 
evolution that gave rise to a 
dedicated film unit.  
Peter Hamilton talks about his 
connections to the radical left wing 
film culture in Australia and his 
work recording and promoting 
Australian folk and indigenous 
music.  
Peter Hamilton talks about Cecil 
Holmes’ communist party 
affiliations and the Committee of 
the NSW Film Council. 
End of field tape 3 and end of 
BRYSON_I01-034175. 
     

1995 Sydney, NSW 

     

034175 / Field tape 3 
 Ian Bryson interview with Peter Hamilton at Sydney, 1995 

00:00 Archive announcement. 

00:10 Discussion of the publication policy of the Institute and the role of the Institute in 
providing support for filmmakers.  

00:52 Discussion of the financial model used for film funding at the Institute and the 
academic and specialist audiences for which Institute approved films were 
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generally made. 

01:45 Discussion of the Institute’s priority of the time which was to produce 
ethnographic films with high production values depicting Aboriginal dances, 
songs, tool making, art making in context of the lifestyle of the community at that 
time. 

03:49 Discussion about the viability of film units attached to anthropological research 
centres.  

06:00 Discussion about the shift in political and social values within the anthropological 
fraternity. Bryson describes a massive cultural shift at the Institute (reflective of the 
wider culture) that took hold in the early 1970s and how the films made in this 
period reflected this shift toward political awareness. David MacDougall is 
mentioned in relation to this shift.  

07:56 Discussion of the role of William Wentworth in the formation of the Institute, his 
particular interest in the film unit and his involvement in the Aurukun project. 
Mention of William Stanner’s role in setting up a “gallery of ethnographic culture” 

10:09 William E. H. Stanner, William Wentworth and William (Bill) Geddes cited as 
important, highly influential figures in the early days of the Institute. Theodor 
Strehlow is also mentioned as somebody who had influence on the Institute from 
outside. 

10:50 Discussion of how the film unit emerged out of the “sound and film archive” in 
the mid-1960s and “split” into a dedicated film unit with an emphasis on 
production. Mention of the correspondence between Cecil Holmes and A.P.Elkin 
tracing this structural evolution at the Institute. 

11:58 Discussion of La Mont West and his prolific field camera work in the early days of 
the Institute. Mention of Rhys and Betty Jones in connection to West.  

12:45 Discussion about a cameraman named Keith Gow, his work with Quality Films and 
his camera work in Papua New Guinea around the time Ian Dunlop was at the 
Institute. 

13:34 Discussion of the New Dawn and Quality films production houses. Quality Films was 
the outlet for 16 mm film and New Dawn Films run by Cecil Holmes handled 35 
mm film for commercial release. Further discussion of Cecil Holmes’ communist 
affiliations, the attempt of New Dawn films to buy a theatre in Sydney with finance 
from the Russian government, and how this deal fell through as a consequence of 
the Petrov affair going public in 1954. 

16:54 Discussion of the unpaid volunteer work culture at Quality Films and how this was 
an important network for Peter Hamilton during his tenure at the Institute. 
Mention of Cecil Holmes’ autobiography One Man’s Way (published by penguin) 
leading to a broader discussion of Holmes, his politics and his social activism. 

20:00 Discussion of the ABC’s refusal to play a Diaphon records collection of songs from 
the New Theatre production of Reedy River due to it’s communist leanings and more 
generally the ABC’s disinterest in Australian folk music. Hamilton describes his 
attempts to lobby the ABC to get involved in the recording of Australian folk and 
Aboriginal music through it’s then chairman Charles Boyer. 

23:22 Discussion of Hamilton’s unsuccessful application to UNESCO for funding to 
record Australian folk music. Mention of Professor Hindes (?) an active member 
on the UNESCO committee at that time. 

24:19 Discussion in which Hamilton explains how an ABC librarian received frequent 
requests from the department of foreign affairs for recordings of Australian folk 
and Aboriginal music. This was in response to foreign consulates from around the 
world seeking out Australian music. Mention of A.P.Elkin’s releases for the EMI 
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label as one of the few available sources of material at that time. Hamilton makes 
the point that this interest from overseas provided the impetus for the ABC to 
slowly start to show an interest in Australian folk and indigenous music. 

25:25 Discussion about how Australian folk music was seen to be subversive at this time 
(anecdote about Hobart prison) and how “subversion really underpinned a lot of 
the social mores of the time” 

26:24 Discussion of how Cecil Holmes’ political affiliations as well as aspects of his 
personality such as his impatience with bureaucracy tended to alienate people, but 
in spite of this his achievements were unmatched. 

26:54 Discussion of Cecil Holmes’ films with mention of Captain Thunderbolt (1953) and 
May Day Marches (date unknown). 

28:07 Discussion of Professor Alan Stout as an important pre Institute figure in the 
documentation of Aboriginal culture and his role on the Committee of the NSW 
film council. Mention of John Heyer as another influential figure on that 
committee.  

28:48 Mention of Martha Ansara and her long running interest in “communist party 
activity from a filmmaking point of view,” her work as a film historian and as an 
ethnographic filmmaker My Life as I Live it (1993). 

30:16 End of 034175 and end of Side A of field tape 3. 

 
RETURN TO ITEM LIST 
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034176 and 034177 / Field tape 4 

Performer/speaker(s): Peter Hamilton 

Personal subject(s): Harold White, Edgar Walters, David Donaldson, John Metcalfe, Ray Sheridan, 
Trevor Jones, Dougie Young, Alice Moyle, Ian Dunlop, Roger Sandall, 
Annette Hamilton, John Collier, George P. Murdock, Peter Ucko, William 
Geddes, George P. Murdock, Frederick McCarthy, LaMont West, Baldwin 
Spencer, Cecil Holmes, Sandra Holmes, Theodor Strehlow, A. P. Elkin 

Subject keywords: Film – Ethnographic, Entertainment – Film, Musicology – Ethnomusicology, 
Politics and Government,  

Language/people: Arrernte / Aranda people (C8), Pitjantjatjara people (C6) 

Places: Papua New Guinea (PNG), Arnhem Land (NT), Aurukun map area (Qld NW 
Cape York SD54-07) 

Recording quality: Fair to good. 

 

Archive item 
number 

Timing 
point 

Description Date Place  

BRYSON_I01-
034176 

00:00:00 
 
 
00:17:19 
 
 
 
00:26:25 
 
 
 
 
 
00:31:06 
 
 
 
 

Peter Hamilton talks about his 
education and background in 
architecture, fine art and film. 
Peter Hamilton talks about his 
record label Wattle Records dedicated 
to Australian folk and indigenous 
music. 
Peter Hamilton talks about setting 
up the ethnographic film unit at 
Sydney University and the early days 
of the Australian Institute of 
Aboriginal Studies under Frederick 
McCarthy. 
End of BRYSON_I01-034176. 

1995 Sydney, NSW 

BRYSON_I01- 
034177 

00:00:00 Peter Hamilton talks about the 
formation of the Australian 
Institute of Aboriginal Studies, his 
dismissal from the Sydney 
University film unit and his move to 
the Architecture faculty. 

1995                     Sydney,  
NSW 

 
 

00:07:16 
 
00:16:47 
 
 

Peter Hamilton talks about his 
research into Aboriginal housing. 
Peter Hamilton talks about the 
objectives and priorities in the early 
days of the film unit.  
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Archive item 
number 

Timing 
point 

Description Date Place  

00:23:06 
 
 
 
00:25:40 
 
 
00:29:09 

Discussion about the ‘pre-Institute’ 
period of Aboriginal studies in 
Australia with particular reference 
to the anthropologist A. P. Elkin. 
Peter Hamilton talks about the 
protocols around film deposits in 
the early days of the institute. 
End of field tape 4 and end of 
BRYSON_I01- 034177. 
 

034176 / Field tape 4 
 Continuation of an Ian Bryson interview with Peter Hamilton at Sydney, 1995 

00:00 Archive announcement. 

00:11 Ian Bryson discusses the response of people to his research enquiries and describes 
a high degree of “discretion,” particularly from people who were involved in the 
administration of the Institute in the 1960s. 

04:02 Discussion of Peter Hamilton’s background. Hamilton explains his strong visual 
orientation and his abiding interest in still film and movie film. After serving in 
WWII he studied architecture and practiced sculpture simultaneously. He began 
documenting these sculptures with stills photography and regards this as a critical 
phase in his transition to filmmaking. As a student at Sydney university, Hamilton 
was able to pursue an interest in film, through a film group that was established 
there in 1945/46 (the first of its kind in Australia). Broader discussion about the 
development of film at that time with mention of Professor Alan Stout, the NSW 
Film Council, the Shell Film Unit, John Heyer and his film of 1954 The Back of 
Beyond. 

07:46 Discussion of Peter Hamilton’s architectural thesis, the focus of which was a film 
archive library in Canberra. Mention of Harold White the principal librarian at the 
National Library in Canberra and the film collection there, which consisted of 
archival silent 16 mm film, and 35 mm film with a social history content. After 
graduating as an architect Hamilton was employed by the NSW Film Council 
around the time they began to operate as a “loan library”. Hamilton was 
responsible for promoting a travelling film loan library of 16mm films to all the 
coal fields in NSW. Mention of Edgar Walters a librarian at the council with whom 
Hamilton became a life-long friend. 

10:16 Discussion of the Scientific Film Society and their involvement with industries – 
such as the Coal industry. 

11:53 Discussion about a 3 day film festival that Peter Hamilton organised whilst he was 
still a student at Sydney University. The festival focused on the “politics of film 
through the war period” and included animation, documentary as well as 
entertainment films. Whilst it was held on the campus of Sydney University 
Hamilton claims it to be the prototype, or at least the starting point for the film 
festival culture that was to develop in Sydney in subsequent years. Mention of 
David Donaldson and his interest in continental foreign language films (which lead 
to the formation of a society) and the Savoy cinema in Sydney which specialised in 
screening these films. Mention of another film festival (?) held outside Melbourne 
around six months earlier.  
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14:30 Discussion of Peter Hamilton’s transition to filmmaking following his dismissal 
from the NSW Film Council due to political factors. Mention of John Metcalfe 
(Principal Librarian at the Public Library of NSW) in relation to Hamilton’s 
dismissal. Hamilton set out to make films of a distinctly Australian character. This 
coincided with a period of increased political consciousness and activity for 
Hamilton, particularly centred around the ructions in the Australian Labour Party 
at that time. The anti-communist bill that was put before the parliament, and the 
innovations in filmmaking that were emerging out of Soviet Russia, were major 
influences on Hamilton at this time. 

17:19 Discussion of how Hamilton’s experiences and influences lead him to establish his 
own production studio specialising in making films about the Australian folk song 
tradition. Description of the studio facilities and living arrangements in 
Woolloomooloo, Sydney. 

18:07 Discussion of the factors that lead Hamilton to focus on film soundtrack, and 78 
rpm format record production of folk music collections. Related discussion about 
the perception of folk music during the McCarthy era as “dangerous.” 

19:40 Discussion of the success of Peter Hamilton’s Wattle Records label, the distribution 
arrangements across all states of Australia and extending to Pacific Island countries 
as well. Further discussion canvassing the sound recording aspects of the studio in 
Woolloomooloo and the use of the studio to produce archival recordings as well as 
commercial releases. 

21:16 Peter Hamilton shows Bryson the Wattle Records catalogue, and explains the 
division of the catalogue into two subsections Wattle Folk and Ethnic Records and 
Wattle Recordings. 

23:00 Discussion of how Wattle Folk and Ethnic Records was a “precursor” to the Institute. 
Mention of Edgar Waters (?) contribution to Wattle Records. Discussion about a 
range of Wattle Records releases including Ray Sheridan’s Music of New Guinea (1958) 
and Trevor Jones’ The Art of the Didjeridu (1963), LaMont West’s Arnhem Land 
Popular Classics (1963). Mention of A.P.Elkin’s field recordings released by EMI in 
1956 Arnhem land: Authentic Australian Aboriginal Songs and Dances as a precursor of 
West’s field work. Hamilton also mentions the Aboriginal singer Dougie Young 
who recorded songs for a gramophone record release through Wattle Records in 
1963.  

24:58 Discussion about Peter Hamilton’s early contact with Alice Moyle before she’d 
become well known as an ethnomusicologist in Australia. 

25:58 Peter Hamilton explains how he was able to provide a service from Sydney to 
people like Lamont West who were in the field for extended periods. Hamilton 
handled tape and film processing, liaising with the laboratories. 

26:25 Discussion of Peter Hamilton’s proposal in 1962 to the interim council of the 
Institute, and the then Professor of Anthropology at Sydney University William 
Geddes, which lead to him being appointed to set up a film unit.   

28:25 Peter Hamilton describes setting up the office, library, theatrette, projection, 
production and storage rooms for the unit, in what had previously been the Deaf 
Dumb and Blind Society building adjacent to the Sydney University campus. 

29:30 Discussion of the early formation of the Institute, Frederick McCarthy’s 
appointment as Principal and Hamilton’s role in helping people who’d been 
commissioned by the Institute to carry out their work. Mention of Ian Dunlop and 
the close “tight knit” network within the ethnographic film community in 
Australia. 

30:32 Peter Hamilton explains that during this period he was also lecturing in visual 
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anthropology and field methodologies at Sydney University. 

30:54 End of 034176 and end of Side A of field tape 4. 

         
 

  RETURN TO ITEM LIST 
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034178 and 034179 / Field tape 5 

Performer/speaker(s): Robert Edwards 

Personal subject(s): C. P. Mountford, Gordon Ragellson, Sir Douglas Mawson, Thomas Campbell, 
John Mulvaney, Norman Tindale, Jack Golson, J. B. Cleland, Ian Dunlop, 
Murray Barrett, Roger Sandall, Nicolas Peterson, William Geddes, Cecil 
Holmes, Richard Wright, Alan Thorne, Peter Hamilton, Nicolas Peterson, 
Nugget Coombes, Jean Battersby, Jennifer Isaacs, T. G. H. Strehlow, Ronald 
Berndt, Peter Ucko, Rod Adamson, Sandra Holmes, Bob Raymond, A. P. 
Elkin. 

Subject keywords: Anthropology, Art - Rock art – Engraving, Film – Ethnographic, Politics and 
Government, 

Language/people: Pitjantjatjara people (C6),  

Places: Panaramitee (SE SA SI54-02), Ingaladdi (Willeroo, North NT SD52-16), 
Arnhem Land (NT), Yuendumu (South Central NT SF52-12), Ruguri (South 
Central NT SF52-12), Ngama (South Central NT SF52-12), Cleland Hills 
(South Central NT SF52-16), Nullarbor Plain (SE WA, Far West SA SH51, 
SH52, SI52), Kimberley area (WA SD51, SD52, SE51, SE52), Kakadu 
National Park (NT SD53-01, SD53-05), Koonalda Cave (Far West SA 
Nullarbor SH52-15), Kow Swamp (N Vic SI55-13), Preminghana / Mount 
Cameron West (NW Tas SK55-03) 

Recording quality: Fair to good. 

 

Archive item 
number 

Timing 
point 

Description Date Place  

BRYSON_I01- 
034178 

00:00:12 
 
 
 
 
 
 
00:11:18 
 
 
 
 
 
 
 
00:16:00 
 
 
 
 
 
00:20:30 

Robert Edwards talks about his 
current work, his lifelong interest in 
Aboriginal people and culture and 
his involvement from a young age 
in archaeological expeditions to 
document Aboriginal rock art. 
 
Robert Edwards discusses the early 
days of the Australian Institute of 
Aboriginal Studies. He describes 
how he came to be involved and 
outlines the institute’s priorities and 
some of the major projects that 
were undertaken. 
 
Robert Edwards talks about his role 
with the Museum of South Australia 
and the administrative structure of 
the Institute (AIAS) and the 
formation of a dedicated film unit. 
 
Robert Edwards talks about the role 

1995 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Sydney, NSW 
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Archive item 
number 

Timing 
point 

Description Date Place  

 
 
 
00:32:33 

of the Film Production Advisory 
Committee at AIAS and reflects 
upon its effectiveness. 
End of BRYSON_I01- 034178. 

 
 

 

 
 
 

BRYSON_I01- 
034179 

00:00:00 
 
 
 
 
 
00:09:29 
 
 
 
 
 
00:16:27 
 
 
00:24:46 
 
 
 
 
 
00:32:21 

Robert Edwards talks about the 
Film Production Advisory 
Committee, the creation of material 
that has since become restricted, the 
editorial influence of the committee 
and its dissolution. 
Robert Edwards talks about a 
radical shift in thinking around 
Aboriginal policy and reflects on his 
role in the formation of the 
Aboriginal Arts Board of the 
Australia Council. 
Robert Edwards talks about his 
own film making with reference to 
relevant collaborators. 
Robert Edwards talks about the 
Australian Archives Act and the 
ease / difficulty of accessing records 
from the archives at Sydney 
University as opposed to those at 
AIATSIS. 
End of field tape 5 and end of 
BRYSON_I01- 034179. 

1995 Sydney, NSW 

034178 / Field tape 5 

 Ian Bryson interview with Robert Edwards at Sydney, 1995 

00:00 Archive announcement. 

00:12 Tape ID. 

00:44 Ian Bryson begins by outlining the scope of his Masters thesis and then a 
discussion develops about the extent to which attitudes have changed with regard 
to filming Aboriginal people. In response to Bryson’s expression of interest in the 
intention of ethnographic filmmakers in the 60s and 70s Robert Edwards reflects 
upon an early series of films made by the Board for Anthropological Research in 
South Australia where filmmakers “had numbers painted on the Aboriginals [with] 
Dulux paint so they could remember who they were.”  

03:55 Discussion of Robert Edwards’ current role as CEO of Art Exhibitions Australia. 
The organisation is responsible for bringing major international touring art 
exhibitions to Australia. Mention of the Gold Pharaohs and the Matisse exhibitions 
by way of example. 

05:09 Robert Edwards discusses his lifelong interest in Aboriginal people. Reference to 
an uncle who worked for the Vacuum Oil Company (later rebranded as Mobil) 
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between 1936 and 1939. Through the companies film nights Edwards as a young 
boy gained exposure to the films of C. P. Mountford (Brown Men and Red Sand 
(1948) mentioned specifically) and developed an enchantment for Aboriginal 
people and their culture. 

06:30 Robert Edwards discusses encounters with Aboriginal people as a child, holidaying 
on the River Murray and then later working with C.P. Mountford recording 
Aboriginal rock engravings. 

07:11 Discussion Robert Edwards’ family history in Adelaide stretching back to 1838. 
Mention of Adelaide University in the context of anthropology not being offered 
there as a course and Robert Edwards pursuing this field of study as a hobby. 

07:39 Discussion about Robert Edwards’ leaving school in 1945 and working on the 
family properties (vineyards and orchards) before they were sold and he soon after 
had the opportunity to work with C. P. Mountford. 

09:01 Discussion about a neighbour Gordon Ragellson (?) who was a member of the 
Royal Geographic Society and who use to take Edwards along to meetings. 
Through this connection Edwards met Sir Douglas Mawson, Thomas Campbell, 
C. P. Mountford and came to work with Mountford, photographing and 
documenting Aboriginal rock engravings at Panaramitee. 

10:18 Mention of the excavation with John Mulvaney in which they unearthed 10, 000 
year old rock engravings at Ingaladdi. Discussion of how in those early years, 
Aboriginal art was not considered a worthy topic for a thesis and Robert Edwards 
sees that his work helped to generate interest in Aboriginal art, particularly in 
University circles. 

11:18 Discussion about the founding of the Institute of Aboriginal Studies and the 
interconnection with universities. Mention of the fact that at this time there were 
only two official positions in Aboriginal Studies, Norman Tindale at the South 
Australian Museum and Frederick McCarthy at the Australian Museum in Sydney. 

13:22 Discussion of the importance of this phase, and the ways in which money flowed 
through the Institute to Universities. Robert Edwards explains how this helped to 
legitimise Aboriginal Studies in academic circles and facilitated research that 
identified the richness and antiquity of Aboriginal cultural heritage. 

13:47 Discussion of how Robert Edwards became involved with the Institute. Mention 
of Thomas Campbell a dental scientist with a particular interest in Aboriginal 
dentition and diet, and his role in encouraging Edwards to pursue a study of 
Aboriginal art and tool making. In 1965 following Norman Tindale’s retirement 
Edwards was invited to take up his position as Curator of Anthropology at the 
Museum of South Australia. This position brought with it automatic membership 
with the Institute. 

14:51 Discussion of Robert Edwards receiving a six month grant from the Institute to 
spend three months in Arnhem Land and three months in central Australia. 
Mention of John Mulvaney and Jack Golson in relation to this expedition and also 
their invitation to Edwards to join the newly formed department of anthropology 
at the Australian National University as a technician. 

16:00 Discussion of how his role as the curator of anthropology at the Museum of South 
Australia included responsibility for the anthropological film collection and 
membership of the Board of Anthropological research which had been created out 
of “Adelaide’s disappointment in not getting the first chair in Australia” Mention 
of the field work of Thomas Campbell and J. B. Cleland. 

17:08 Discussion of the preservation of the film collection and the arrangement of 
special screenings, including a film festival run by Ian Dunlop. 
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17:43 Discussion about the administrative structure of the Institute (circa 1965), in which 
the audio visual collection was overseen by a larger committee split into a film 
committee and a sound committee. Mention of Thomas Campbell’s role and how 
his experience on the board for anthropological research gave him a unique, 
qualified perspective on expeditions to record and document Aboriginal cultural 
heritage. 

18:25 Discussion of Thomas Campbell and Murray Barrett’s expeditions to Yuendumu, 
co funded by Adelaide University and the Museum of South Australia where they 
filmed ten ethnographic films and how in later years, the focus of these films 
narrowed to dentition and related statistical studies. 

19:55 Discussion of how Robert Edwards accompanied Thomas Campbell on several 
field trips to Yuendumu in the role of second cameraman, and how this experience 
inspired him to see the potential in commissioning an experienced, professional 
filmmaker, Roger Sandall to make a series of films at Yuendumu. Two films 
mentioned by way of example, Ritual at Ruguri (1967) and Walbiri Ritual at Ngama 
(1967). Nicolas Peterson’s involvement in the Roger Sandall films also mentioned 
as he was the only anthropologist present. 

20:30 Broader discussion about the lack of professional filmmakers on the board of the 
Institute. Robert Edwards points out that William Geddes and Thomas Campbell 
along with others had a passionate interest in film but didn’t have a professional 
background in filmmaking. Mention of Ian Dunlop and Roger Sandall who, as 
professional filmmakers advised the board on commissioning and provided that 
perspective.  

21:59 Discussion of how committee meetings often included screenings of rushes at 
Film Australia of projects that the Institute had commissioned. The films of Roger 
Sandall and Ian Dunlop’s People of the Western Desert (1967) mentioned by way of 
example. 

22:16 Discussion of the role of the committee in the years when Robert Edwards was 
first appointed. Edwards talks about how there was a perception at the time that 
Aboriginal languages were dying. Post war, with the advent of four wheel drives 
and the encroachment of farming and other activities into traditional Aboriginal 
lands, ritual and the traditional Aboriginal way of life was seen to be under threat. 
The priority of the Institute therefore was to record language, kinship and ritual 
before it was lost. 

23:53 Discussion about how much of the funding that was initially available to external 
freelance filmmakers was channelled into the film unit once it was established.  

24:15 Brief discussion about Peter Hamilton. Ian Bryson refers to him having been 
“written out of the history.” 

25:19 Discussion about the effectiveness of the committee in light of the fact that only a 
small proportion of proposed projects were actually realised. Robert Edwards 
points to a lack of funding as the main constraint and feels in hindsight that the 
committee was effective in spending the money it had, but ineffective in raising 
additional funding. He also explains that he lobbied to spread the money more 
broadly to try and cover a greater number of projects, but the orthodox view 
within the committee at the time was that it was better to fund fewer projects and 
fund them adequately so they could be made with higher production values. Ian 
Bryson points out that as the culture shifted toward professional filmmakers such 
as Cecil Holmes, Roger Sandall and Ian Dunlop, the film usage ratios skyrocketed. 

27:17 Discussion about how Robert Edwards came to make four films himself through 
the Institute as a means of making use of expired film stock, Prehistoric Rock Art of 
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the Cleland Hills (1968), Flint Miners of the Nullabor (1969) - Richard Wright and Alan 
Thorne mentioned in association with this film, Aboriginal Arnhem Land (1969) and 
Aboriginal Canoe Trees of the Murray (1968). These films were made for screening at a 
conference and were also broadcast in New Zealand. 

32:17 End of 034178 and end of Side A of field tape 5. 

034179 / Field tape 5      

 Continuation of an Ian Bryson interview with Robert Edwards at Sydney, 1995 

00:00 Archive announcement. 

00:08 Further discussion in which Robert Edwards expresses regret that resources 
weren’t spread further. Edwards states “we didn’t scratch the surface of the films 
that could have been made” and refers to Pukamani ceremonies in the Kimberley 
and South Australia that were never captured on film.  

02:07 Robert Edwards reflects upon the excellence of many of the films that were made. 
Reference made to Roger Sandall’s Camels and the Pitjantjatjara (1969) and other 
films that carry viewing restrictions and even have restricted names. 

02:39 Discussion about committee screenings at Film Australia and Peter Hamilton’s 
theatrette at Sydney University film unit. Mention of William Geddes in the 
context of this discussion about equipment and facilities. Mention of Ian Dunlop 
and Roger Sandall in the context of films and rushes that were screened at 
committee meetings. 

04:02 Discussion about the extent to which the committee exerted any editorial influence 
during these meetings in which rushes along with rough and fine cut versions of 
films were screened. Robert Edwards recalls that whilst comments were 
forthcoming there were only ever minor changes made or discussed as a 
consequence of the committee’s input. 

05:47 Robert Edwards explains that the process of viewing films in production informed 
the commissioning process, and the assessment of new applications. 

06:24 Discussion about the final meeting of the film production advisory committee and 
why the committee was disbanded. Robert Edwards recollects that because at this 
point the professional film unit was in full swing the decision was made that 
funding should be concentrated there, rather than channelled in to freelance 
projects. Mention also of Nicolas Peterson’s role as an anthropologist in the unit, 
presumably because this represented an additional internal cost and was also a 
factor in the decision to dissolve the committee.  

07:30 Discussion of Peter Hamilton’s role in that final meeting, the decision to bring the 
film unit back to Canberra, and further reflection on the fact that the committee 
wasn’t having much of an influence over the films. Mention of other committees 
associated with the Institute and how they were reduced in scale over time due 
mainly to the cost of flying committee members to Canberra. 

09:29 Discussion about the radical change in thinking around the administration and 
funding of projects related to Aboriginal people and culture.  

10:04 Discussion about how Robert Edwards along with Nugget Coombes, Jean 
Battersby and Jennifer Isaacs set up the Aboriginal arts board within the Australia 
Council. Edwards was appointed director of this board and vacated the deputy 
principalship of the Institute. This board consisted of twelve aboriginal people 
who were the decision makers in regard to how funding was dispersed. There was 
also a film program that provided funding for Aboriginal filmmakers and actors.  

10:56 Robert Edwards expresses his views about how cultural policy needed to shift 
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from the idea of preserving a dying culture to invigorating an existing one. 

12:08 Discussion about Robert Edwards' nomination for the principalship of the 
Institute and the bitter political struggles involving T. G. H. Strehlow, Ronald 
Berndt and John Mulvaney. Peter Ucko was favoured for the position of principal 
and Robert Edwards was appointed vice principal. 

14:10 Further discussion about the motivation of Robert Edwards in setting up the 
Aboriginal arts board within the Australia Council. At the time Edwards felt 
strongly that Aboriginal arts practice should be placed within the mainstream of 
Australian art and culture rather than be segregated and funded alongside housing 
and health programs. One of the great benefits Robert Edwards believes flowed 
from this change of approach was the fact that there were many more 
opportunities for Aboriginal artists to collaborate with non-Aboriginal Australians 
than there would have been had the segregated approach to arts funding 
continued. 

15:16 Discussion about the documented history of the Aboriginal arts board. Robert 
Edwards explains that comprehensive records of the board’s activities are housed 
and publicly accessible at the National Museum in Canberra. 

16:27 Discussion about the filmmaking of Robert Edwards himself. Prehistoric Rock Art of 
the Cleland Hills (1968), Flint Miners of the Nullabor (1969), Aboriginal Arnhem Land 
(1969) and Aboriginal Canoe Trees of the Murray (1968) are all discussed along with the 
stills photography of Edwards with particular reference to Pukamani. 

18:01 Discussion of the film Robert Edwards provided 2nd camera for in which he was 
part of a team including the anthropologist and dentition T. D. Campbell and 
cinematographer Murray Barrett. The film focussed on three Aboriginal families 
camped on a river outside Yuendumu. 

20:19 Discussion of the footage (now held in the archives of Film Australia) that Robert 
Edwards shot in Kakadu related to mining and development activity. 

21:20 Discussion about Rod Adamson an editor employed by the Institute. Reference to 
a disagreement involving  C. P. Mountford, T. G. H. Strehlow and T. D. Campbell 
over the commentary of Walbiri Ritual at Ngama (1967).  

23:40 Mention of the filmmaker Cecil Holmes, his wife Sandra and another independent 
filmmaker associated with the Institute, Bob Raymond and his film The Coming of 
Man (1985-1990). 

24:30 Discussion of a trip Robert Edwards made to Koonalda Cave with Bob Raymond 
and Richard Wright. 

24:46 Discussion about the Australian Archives Act and whether Ian Bryson may be 
liable for “unreasonable disclosure” under the act for publishing extracts from the 
film production advisory committee minutes. Robert Edwards draws a comparison 
from his own experience with the committee’s minutes and assures Bryson that he 
would be free to refer to the minutes in published material. Edwards refers to the 
influence of Roger Sandall in the dissolution of the committee. 

26:35 Mention of C. P. Mountford as Robert Edwards appears to be reading from a 
document that Ian Bryson has provided.  

27:10 Robert Edwards states that details of grants and budget approvals should be 
available on the public record. Mention of Cecil Holmes in relation to this 
discussion of funding documentation by the Institute. Mention of correspondence 
between the Institute and A. P. Elkin regarding Cecil Holmes, and the ease with 
which Ian Bryson has been able to access these letters through Sydney University 
archives. Bryson contrasts this with the difficulty of accessing the Institute’s 
archives and the fact that material needs to be screened before being made 
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available for public viewing. 

28:52 Discussion about the archaeologist Alan Thorne in connection to the Kow Swamp 
film that Bob Edwards was involved in and reference to material shot at Mount 
Cameron West. 

29:46 Reference to committee minutes outlining the commissioning of Rod Adamson to 
edit a film by Robert Edwards. Discussion of Adamson having a broader role in 
the film archive. 

30:45 Robert Edwards discusses plans to deposit his materials in relevant archives. His 
materials include video footage from a conference held on the eve of the 
establishment of the Aboriginal Arts Board of the Australia Council and films 
made by others that he was associated with, Bob Raymond mentioned. 

32:05 End of 034179 and end of Side B of field tape 5. 

 
     RETURN TO ITEM LIST 
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034180 / Field tape 6 

Performer/speaker(s): Nicolas Peterson 

Personal subject(s): Baldwin Spencer, F. J. Gillen, Roger Sandall, Ned Lander, Ian Dunlop, Chris 
Gregory, Kim McKenzie, Gough Whitlam, Cecil Holmes 

Subject keywords: Film – Ethnographic, Film - Film making, Ceremonies, Anthropology, Politics 
and Government 

Language/people: Warlpiri people (C15),  

Places: Ruguri (South Central NT SF52-12), Ngama (South Central NT SF52-12),  

Recording quality: Fair to good. 

 

Archive item 
number 

Timing 
point 

Description Date Place  

BRYSON_I01- 
034180 

00:00:00 Nicolas Peterson talks about his 
collaboration with Roger Sandall 
making a series of films 
documenting traditional Aboriginal 
ceremonies. 

1995 Canberra, ACT 

 
 
 
 
 
 
 
 

00:17:42 
 
 
 
 
 
00:23:23 

Nicolas Peterson talks about his 
collaboration with Institute 
colleague Kim McKenzie on a 19 
minute public distribution version 
of the Roger Sandall film Walbiri 
Fire Ceremony – Ngatjakula (1977). 
End of field tape 6 and end of 
BRYSON_I01- 034180. 

  

034180 / Field tape 6 

 Ian Bryson interview with Nicolas Peterson at Canberra, 1995 

00:00 Archive announcement. 

00:11 Tape ID. 

00:30 Discussion about Ritual at Ruguri (1967), the circumstances surrounding how the 
film came to be made. Nicolas Peterson describes having some foreknowledge of 
the ritual from having read about it in The Native Tribes of Central Australia written 
by Baldwin Spencer and F. J. Gillen (1899). 

02:50 Discussion about the reasons why Roger Sandall didn’t realise a film from the 
footage of the fire ceremony. Sandall used a day filter on a night time sequence and 
Peterson believes this was merely a technical excuse that he used to conceal deeper 
reservations he had about the actual material. Nicolas Peterson also reflects upon 
how Roger Sandall felt he didn’t have sufficient coverage of the fire ceremony, due 
to the fact that he’d literally run out of film by that stage.  

03:40 Discussion about a film production advisory committee meeting in Sydney in 
October 1967 in which Nicolas Peterson suggested that the unit film a Jardiwarnpa 
fire ceremony in March 1968. Further discussion about how this suggestion was 
“born out of” the experience of filming Ngatjakula – originally shot by Roger 
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Sandall in 1967 and then released later in 1977 as Ngatjakula: A Walbiri Fire 
Ceremony. Reference to two Roger Sandall films Ritual at Ruguri (1967) and Walbiri 
Ritual at Ngama (1967), and discussion of their particular mythological relevance to 
the Jardiwarnpa ceremony. 

05:27 Discussion of Ned Lander’s Jardiwarnpa: A Warlpiri Fire Ceremony (1993) and a five 
hour version of the film that is housed at the Yuendumu Men’s museum. Ian 
Bryson explains that footage of the Ngama ritual is contained within this film. 

06:07 Discussion about viewing restrictions with reference to another fire ceremony film, 
shot in 1988 by Warlpiri media, with further discussion about changes in cultural 
protocols surrounding grief.  

07:56 Discussion of how the two Roger Sandall films Ritual at Ruguri (1967) and Walbiri 
Ritual at Ngama (1967) appear to be highly “controlled” or choreographed. Nicolas 
Peterson explains that with the exception of the Jardiwarnpa all the other 
ceremonies were staged especially for the film crew. According to Peterson the 
only direction the filmmakers provided was the request for “no clothes” and “no 
obvious European material culture.” 

10:18 Discussion about props and costume in which Nicolas Peterson reveals that the 
crew provided red ochre or paint which had been requested by the Warlpiri people 
and that cotton wool was also provided when they ran out of down. 

11:00 Discussion about the difference between the poles used in the two film versions of 
the ceremony. 

11:46 Discussion in which Nicolas Peterson asserts that Roger Sandall’s 1967 film was 
genuinely observational. He explains that the ritual had been ongoing for “several 
weeks, if not months” and the crew arrived and shot the film from “on the 
sidelines” 

12:41 Discussion of Roger Sandall’s explanation for why he left the climax of the ritual 
out of the film. Nicolas Peterson explains that the strategy to remove any traces of 
European material culture was an aesthetic choice, and that it was also a directive 
from the Institute. Peterson describes the idea of recreating an authentic version of 
the ceremony as “ridiculous,” and claims to have been “bothered by it” at the time. 
He also goes on to explain how as a filmmaker one becomes seduced by aesthetic 
considerations. Mention of Ian Dunlop’s 35 mm Western Desert films in the 
context of this discussion about aesthetics and false notions of authenticity.  

14:21 Discussion of the payment participants in the film received. Nicolas Peterson 
recalls that people received a fee of around one hundred and fifty dollars and the 
community were also given large amounts of flour, sugar and tea as further 
payment. 

14:45 Discussion about how participants in Ned Lander’s Jardiwarnpa: A Warlpiri Fire 
Ceremony (1993) complained about being inadequately paid. 

15:40 Discussion about the study guide Nicolas Peterson intended to write for the fire 
ceremony. At the time of interview (1995) Peterson intended to complete the 
guide for Chris Gregory’s Learning from Ethnographic Film project. 

17:42 Discussion about Nicolas Peterson’s desire to see Roger Sandall’s film edited down 
into a shorter more accessible version (mention of an Institute colleague, Kim 
McKenzie with regard to this). Broader discussion of the lack of interest in 
Aboriginal culture in the broader culture around the time Nicolas Peterson first 
started working with Roger Sandall (1967). Peterson charts the change in attitude 
through the referendum, Gough Whitlam’s ascension, the emergence of land rights 
and sacred sites on the political agenda and the establishment of the tent embassy. 
With this cultural shift there was a new imperative to produce films that reflected 
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Aboriginal ceremonies and spiritual ties to land. Mention of the Cecil Holmes film 
Djalambu (1964) as the only pre-existing film that fitted this criteria. Mention of 
Nicolas Peterson’s discussions with Roger Sandall about filming the Morning Star 
ceremony in response to this demand. 

19:14 Further discussion about how this pressure was felt at the Institute and how that 
became a catalyst for Nicolas Peterson and Kim McKenzie to collaborate on a 
short 19 minute public distribution version of Roger Sandall’s film entitled Walbiri 
Fire Ceremony – Ngatjakula (1977). Mention of the fact that many films had been 
taken out of circulation by the mid-1970s and that after this time there were no 
more “secret sacred” films made. 

23:10 End of 034180 and end of Side A of field tape 6. 

      
     RETURN TO ITEM LIST 
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034181 and 034182 / Field tape 7 

Performer/speaker(s): Kenneth Maddock, Roger Sandall 

Personal subject(s): Cecil Holmes, William Geddes, Ian Dunlop, Sandra Holmes, Yirawala, Ruth 
Benedict, William Wentworth, Robert Menzies, Roger Sandall, David 
MacDougall, Judith MacDougall, Timothy Asch, John Marshall, Richard 
Leacock, Peter Hamilton, Gary Kildea, Frederick McCarthy, Nicolas Peterson, 
A. P. Elkin, Stephen Wild, Lothar Jagst, Jeremy Long, Jayasinhji Jhala  

Subject keywords: Film – Ethnographic, Film - Film making, Ceremonies, Anthropology, Politics 
and Government 

Language/people: Yolngu people (NT SD53), Warlpiri people Ngalia (C15) (NT SF52-12), 
Gurindji people (C20) (NT SE52-08),    

Places: Croker Island (West Arnhem Land NT SC53-13), Beswick (NT Top End 
Upper Roper SD53-09), Arnhem Land (NT), 

Recording quality: Fair to good. 

 

Archive item 
number 

Timing 
point 

Description Date Place  

BRYSON_I01- 
034181 

00:00:12 Kenneth Maddock discusses the 
Cecil Holmes film The Lorrkun 
Ceremony of Croker Island (1964) and 
talks about his involvement as the 
consulting anthropologist. Includes 
discussion of Sandra Holmes’ 
connection to the Croker Island 
community. 

1995 Sydney, NSW 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

00:12:41 
 
 
 
 
00:14:42 
 
 
 
 
00:17:00 
 
 
 
 
 
00:23:22 
 
 
 

Kenneth Maddock talks about how 
the broader political context was 
affecting priorities at the Institute in 
the mid-1960s. 
 
Kenneth Maddock talks about how 
the Lorrkun ceremony could only 
be performed when the bones of 
the deceased were available. 
 
Broad discussion about the 
Institute’s film making program in 
the 1960s and 70s with reference to 
key figures Roger Sandall, David 
and Judith MacDougall. 
 
Kenneth Maddock talks about how 
songs and other elements are 
common to different Aboriginal 
ceremonies across Arnhem Land. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Page 32 of 103 
 

Archive item 
number 

Timing 
point 

Description Date Place  

 
 
BRYSON_I01- 
034182 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

00:25:54 
 
00:00:09 
 
 
 
 
 
 
00:05:54 
 
 
 
 
00:11:59 
 
 
 
 
 
00:18:05 
 
 
 
 
 
00:22:45 
 
 
 
 
00:25:00 
 
 
 
00:30:18 
 
 
 

End of BRYSON_I01- 034181. 
 
Interview with Roger Sandall begins 
with a discussion about his 
education in Anthropology and 
Film Studies. Includes a discussion 
of Sandall’s early documentary film 
influences.   
 
Roger Sandall talks about how he 
came to work at the Institute and 
outlines his ideology as an 
ethnographic film maker. 
 
Wide-ranging discussion in which 
Roger Sandall considers his work in 
relation to the work of others and 
touches on the musical component 
of Aboriginal ceremonies. 
 
Roger Sandall talks about the lack 
of resources at the Institute and 
how for this reason his films were 
never properly documented from an 
anthropological point of view. 
 
Roger Sandall talks about a number 
of anthropologists that he 
collaborated with in the period he 
worked at the Institute. 
 
Roger Sandall talks about factors 
that lead to his departure from the 
Institute and his subsequent career 
interests. 
End of field tape 7 and end of 
BRYSON_I01- 034182.  
 

 

 
1995 

 
Sydney, NSW 

 
 

034181 / Field tape 7 

 Ian Bryson interview with Kenneth Maddock  at Sydney, 1995 

00:00 Archive announcement. 

00:12 Tape ID. 

00:52 Discussion about how Kenneth Maddock became involved with Cecil Holmes 
filming a Lorrkun mortuary ceremony on Croker Island in 1966. The film was 
commissioned by the Institute and Kenneth Maddock as a local anthropologist 
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(based two hundred miles south of Darwin at the time, working on the Beswick 
reserve) was invited to be involved. 

01:38 Discussion of a previous meeting between Cecil Holmes and Kenneth Maddock  
in 1964 at the home of William Geddes in Sydney at which Ian Dunlop was also 
present. Maddock makes reference to William Geddes’ interest in ethnographic 
film and describes him as having pioneered it in Australia. 

02:50 Discussion about Kenneth Maddock’s recollection of the shoot on Croker Island, 
the temperament of Cecil Holmes as a film director, reference to Sandra Holmes 
(Cecil’s wife) who was the sound recordist for the shoot. 

03:58 Discussion about the presence of Sandra Holmes at what was a men’s ceremony 
and whether this created any problems. Kenneth Maddock makes mention of 
Yirawala an Aboriginal bark artist who was under the patronage of Sandra Holmes, 
and more generally the fact that Sandra Holmes was well known on Croker Island. 

04:30 Kenneth Maddock suggests, by way of contrast, that had they tried to film a men’s 
ceremony on the Beswick reserve the presence of a woman might have been 
problematic. 

05:11 Kenneth Maddock explains that the Lorrkun they filmed was a re-enactment. The 
“real” ceremony for the bones of the dead man had taken place earlier. 

05:31 Discussion about notions of authenticity in relation to Cecil Holmes’ The Lorrkun 
Ceremony of Croker Island (1964) in which Kenneth Maddock draws upon his 
previous experience of Aboriginal ceremonies including his understanding that 
there is no “emotionalism” associated with Aboriginal ceremonies. Maddock 
invokes Ruth Benedict’s dichotomy of the Apollonian and Dionysian to 
distinguish Aboriginal ceremony as falling “very much on the Apollonian side.” 

08:27 Discussion about whether or not Cecil Holmes had an audience in mind as he was 
making The Lorrkun Ceremony of Croker Island (1964). This leads into a fairly general 
discussion about Cecil Holmes’ philosophy as a filmmaker including the social 
realist influence, drawn from his hard left political convictions. 

09:29 Kenneth Maddock recalls that the ceremony was conducted with a minimum of 
interference from the director and crew. One exception cited was an instance 
where the dancers moved into heavy shade and were no longer clearly visible to 
the camera. They were asked to repeat the sequence avoiding the shaded areas of 
the dancing ground. 

10:06 Discussion about some of the difficulties and misunderstandings that arose in the 
course of filming. In one instance Kenneth Maddock as the anthropologist 
enquired as to whether the dancers were planning to wear “high hats” during one 
of the dances. The dancers interpreted this as a direction rather than an enquiry 
and wore the hats, but it was later discovered this was not the usual practice and 
they were merely trying to accommodate the film crew. Anticipating what will 
happen next in a ceremony, so that the crew can be ready and in position is 
identified by Kenneth Maddock as one of the biggest challenges in ethnographic 
filming. Mention of Yirawala as the only Aboriginal participant Kenneth Maddock 
had met prior to the Lorrkun shoot.  

11:32 Discussion about how the film came to be. What were the motivations, and how 
was the Institute involved in getting the project up and running. Kenneth 
Maddock is of the view that the opportunity to shoot the Lorrkun ceremony 
would have come through Sandra Holmes’ networks on Croker Island. Further 
discussion reflecting upon the policy of the Institute at the time, to film as much 
material as possible for archival purposes and then produce a shorter edited 
version for public presentation.    
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12:41 Discussion about how the assimilation policy of the time informed the Institute’s 
drive to capture and document traditional Aboriginal cultural activity. Kenneth 
Maddock is of the view that the assimilation policy was already “crumbling away.” 
Mention of William Wentworth, the then federal government minister for 
Aboriginal Affairs, who was the driving force within the Menzies government for 
the referendum in 1967, and was already according to Kenneth Maddock 
implementing the policy of integration. 

13:52 Mention of William (Frederick) McCarthy, the principal of the Institute and notes 
of the Film Production Advisory Committee, in which a sense of urgency is 
expressed in relation to documenting Aboriginal cultural life before changes in 
settlement life, encroachment and other factors led to the demise of certain 
traditional cultural practices. Reference is made to “hard” ceremonies in relation to 
this and Kenneth Maddock explains that the Lorrkun doesn’t qualify as such a 
ceremony. 

14:42 Discussion about the Beswick reserve where the Lorrkun was known by Aboriginal 
people. Kenneth Maddock describes hearing and recording renditions of songs 
associated with the Lorrkun but claims there was no actual performance of the 
ceremony in the period that he was there. He explains that the Kunapipi and 
Jabadura ceremonies were frequently performed but the Lorrkun wasn’t, due to 
the fact that the bones of the dead weren’t readily accessible because Aboriginal 
people were dying in hospital and their bodies would go through the mortuary 
system and end up in the local cemetery. Ian Bryson draws a connection between 
this and the fact that so many of the Institute sponsored films made at this time, 
particularly those shot in Arnhem land featured mortuary ceremonies. Yolngu 
ceremonies such as the Djungguwan, mentioned by way of example. 

17:00 Broad discussion about the Institute’s filmmaking program in the 1960s and 70s. 
with mention of Roger Sandall and David and Judith MacDougall as key figures. 
Kenneth Maddock regards the contribution of the film unit as significant in 
providing a “superb archival source” for the study of ritual symbolism. He points 
out that the Aboriginal people at the Beswick reserve, where he was based at that 
time, would not have welcomed the intrusion of a film crew. 

18:12 Discussion about how the Institute’s decision to create their own film unit with a 
permanent filmmaker in residence (initially Roger Sandall), along with an 
anthropologist dedicated to film projects (Nicolas Peterson) was an effective 
means of overcoming some of the problems associated with the previous model, 
in which freelance filmmakers were employed. Cecil Holmes mentioned in the 
context of this discussion. 

19:18 Discussion about how Nicolas Peterson first came to be employed by the Institute. 
Kenneth Maddock recalls that he was initially offered a three year fellowship by 
the Institute to conduct “urgent research” and work in close collaboration with 
Roger Sandall. 

20:04 Discussion about the shift in focus when David and Judith MacDougall replaced 
Roger Sandall at the Institute. Sandall went to work with William Geddes, out of 
the Sydney University anthropology department. Kenneth Maddock recalls that the 
shift from ceremonial to what Ian Bryson refers to as “contact” films was in 
response to the perception at the time that an exclusive focus on ceremonial 
activity was creating a “false picture” of Aboriginal cultural life. Maddock also 
explains that ceremonial films were becoming increasingly problematic for the 
Institute, as they contained secret material that greatly restricted the possibilities 
for access and future use. 
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034182 / Field tape 7 

 Ian Bryson interview with Roger Sandall  at Sydney, 1995 

00:00 Archive announcement. 

00:09 Tape ID. 

00:41 Discussion about Roger Sandall’s documentary film studies at Columbia 
University. Mention of Timothy Asch and John Marshall’s pioneering work in 
ethnographic film at that time. 

01:51 Discussion about the technological advances in film making at that time with 
reference to John Marshall and Richard Leacock and their use of “light weight 
sync sound gear.” 

02:20 Discussion about working with documentary crews in the United States and 
shooting a film about agricultural life in the Sierra Madre mountains of south-
western Mexico. 

02:53 Discussion about Roger Sandall’s undergraduate education in Auckland, New 
Zealand where he was awarded a Bachelor of Arts in anthropology. 

03:06 Reference to John Marshall’s The Hunters (1954) and the films of Richard Leacock 
and D. A. Pennebaker as the most influential documentary films of the period. 

03:50 Discussion of the period in New York when Roger worked as an editor and 
subtitler  in a production house re editing B and C grade European feature films 
for a prospective American market. Roger Sandall goes on to reflect how this 
experience was quite unique for a documentary film maker 

05:54 Roger Sandall explains how he was attracted to work with the Institute (his 
appointment began  in 1965), when he heard that they had acquired what was state 
of the art film making equipment by the standards of that time. Reference to the 
Arriflex BL camera and the Nagra sync sound recorder 

06:52 Reference to Peter Hamilton and his dismissal from the film unit the morning of 
Roger Sandall’s arrival. Further discussion reveals Hamilton had been responsible 
for the purchase of equipment. 

09:17 Discussion about the evolution in Roger Sandall’s thinking with regard to 
documentary and ethnographic film making. Sandall reveals his unwavering 
interest in “record making,” and refers to his practice of making two versions of a 
film – one archival version as a pure unfiltered record and then a second version 
(usually much shorter) that was cut in such a way that it might engage a more 
general film audience. Sandall talks about his understanding of the Institute’s 

21:58 Discussion in which Kenneth Maddock reminisces about the making of The 
Lorrkun Ceremony of Croker Island (1964). Anecdotes include Cecil Holmes 
smuggling vodka into the mission on Croker Island, where there was an alcohol 
ban and the “hair raising” attempt to take off in an over loaded aircraft. 

23:22 Discussion about the reaction of Aboriginal people at Beswick when Kenneth 
Maddock described the ceremony at Croker Island to them and played sound 
recordings he’d made there. Maddock describes an attitude of “cultural 
chauvinism” among the people at Beswick toward the Croker Islanders. Kenneth 
Maddock also points out that in Arnhem land songs and dances that are a part of 
one ceremony in a particular area, are often used for different ceremonies 
elsewhere. Ian Bryson cites Roger Sandall’s Lawari and Walkara (1976) as another 
example of contention between Aboriginal groups (Warlpiri and Gurindji men) 
over cultural protocols and knowledge of country. 

25:27 End of 034181 and end of Side A of field tape 7. 
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charter as being primarily an archival one, rather than one to produce audience 
oriented films. 

11:59 Broad discussion about the role of documentary in “telling the truth” and the 
effect of camera style on this ‘truth telling.’ Reference to Gary Kildea’s film Celso 
and Cora (1982) in relation to this discussion. 

13:59 Further discussion about the perceived audience for Institute films, archival 
imperatives, festival audiences and balancing these requirements with multiple 
versions for each film. Reference made to David MacDougall in relation to this 
discussion. 

15:44 Discussion in which Roger Sandall seeks to distinguish his archival film work from 
that of others, stressing that he was recording “religious events” that were 
important as historical documents. Reference to the Cecil Holmes’ film The 
Yabuduruwa Ceremony (1964) as another example of an historically significant film 
commissioned by the Institute. 

16:27 Discussion about the musical component of particular Aboriginal ceremonies and 
how musical forms demanded an uninterrupted, minimally edited, approach to 
filming. 

17:08 Discussion of Western Desert ceremonies and the perception at the time that if 
you were to film an event, “the chances of it being unique and never to be 
repeated were high.” 

18:05 Discussion about Roger Sandall’s impression of the Institute in the early days of 
his involvement, with mention of key figures including Frederick McCarthy, 
William Wentworth and Nicolas Peterson. Sandall recalls a lack of resources 
available at that time and describes a situation where the pressure to produce films 
outstripped the capacity of the unit to properly analyse and document the featured 
ceremonies. Sandall gives the example of the Yabadurawa ceremony which he felt 
should have been analysed frame by frame by A. P. Elkin or an anthropologist 
with that level of expertise. 

21:06 Discussion about how knowledge of these ceremonies must still exist in Aboriginal 
communities and Roger Sandall feels that it’s not too late, even now to document 
the ceremonial content of these films. Sandall explains that he was essentially 
employed as a cameraman and he didn’t feel it was his place to “tell a bunch of 
professors what they should’ve been doing.” 

22:06 Roger Sandall reiterates that this process of documentation could still be 
completed but explains it would need to be done from the full ‘archive’ versions of 
the films, rather than the half hour versions. 

22:30 Ian Bryson refers to plans to return films to communities. 

22:45 Discussion of Lawari and Walkara, the film Roger Sandall made in 1976, and 
reference to collaboration with the anthropologist Stephen Wild and the linguist 
Lothar Jagst. 

23:32 Discussion about Nicolas Peterson’s role with the film unit, his knowledge of 
Arnhem land communities and his opposition to making films in central Australia. 
Roger Sandall explains that it was extremely rare to be filming in a situation where 
both linguistic and ethnographic expertise were on hand, coupled with some kind 
of long term established connection with the community. Mention of the 
anthropologist Jeremy Long as an example of someone who had that long term 
engagement with an Aboriginal community. 

25:00 Discussion about the factors that led to Roger Sandall leaving the Institute and 
moving away from Aboriginal subjects in his film making. Changes in settlement 
life - specific reference given to Lajamanu, and how these changes were evident 
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during the making of Lawari and Walkara  in 1976; the ascension of Peter Ucko to 
the position of principal of the Institute and the restructuring that followed; and 
the offer of a position in the department of anthropology at the University of 
Sydney. 

27:15 Discussion about how William Geddes facilitated Roger Sandall’s move to the 
department of anthropology at Sydney University, and his subsequent move away 
from film making to teaching and writing. 

28:45 Discussion about Roger Sandall’s collaboration with Jayasinhji Jhala on three films 
shot in India The Tragada Bhaai: A Rural Theatre Troupe of Gujerat (1982), A Zenana: 
Scenes and Recollections (1982) and Close Encounters of No Kind (2007). 

30:04 End of 034182 and end of Side B of field tape 7. 

RETURN TO ITEM LIST 
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034183 and 034184 / Field tape 8 

Performer/speaker(s): Roger Sandall 

Personal subject(s): Jayasinhji Jhala, David MacDougall, Akira Kurosawa, Robert Gardner, 
Gianfranco Rosi, John Marshall, Ian Dunlop, Richard Tucker, Nicolas 
Peterson, Robert Drew, C. P. Mountford, Wolfgang Laade, Frederick 
McCarthy, Jeremy Long, Coniston Johnny, Bryan Bowman, Tim Asch 

Subject keywords: Anthropology, Film - Film making, Film – Ethnographic, Ceremonies,  

Language/people: Pintupi people (C10) (NT SF52-11), Warlpiri people (C15), 

Places: Yurrkarrn / Coniston (South Central NT SF53-09), Arnhem Land (NT), 
Yirrkala (East Arnhem Land SD53-04), Ruguri (South Central NT SF52-12),  
Saibai Island (Qld TSI SC54-08),  

Recording quality: Fair to good. 

 

Archive item 
number 

Timing 
point 

Description Date Place  

BRYSON_I01- 
034183 

00:00:12 
 
 
00:02:07 

Roger Sandall continues the 
discussion about his post Institute 
academic career. 
Roger Sandall draws a distinction 
between the visual and auditory 
element of ethnographic film with 
particular reference to David 
MacDougall’s ‘African films.’  

1995 Sydney, NSW 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
BRYSON_I01- 
034184 

00:07:59 
 
 
00:12:25 
 
 
 
 
 
00:21:14 
 
 
 
 
 
00:31:13 
 
00:00:00 
 
 
 
00:05:32 
 

Roger Sandall talks about broad 
trends in anthropological thinking 
and research practices. 
Roger Sandall talks about 
“observational” film making with 
mention of key figures and also 
attempts to articulate the unique, 
distinctive aspects of his own films. 
 
Roger Sandall talks about how 
technical advances in film 
equipment affected ethnographic 
film making and also discusses the 
use of narration and over titles in 
his films. 
End of BRYSON_I01- 034183. 
 
Continuation of the previous 
discussion about the use of text and 
narration in Roger Sandall’s films. 
 
Roger Sandall talks about the 
important role of anthropological 

  



Page 39 of 103 
 

Archive item 
number 

Timing 
point 

Description Date Place  

 
 
 
 
 
00:15:51 
 
 
00:31:13 

advisor in ethnographic film making 
and also reflects upon the success 
of his films at European film 
festivals. 
 
Roger Sandall talks in detail about a 
number of films that he made for 
the Institute. 
End of field tape 8 and end of 
BRYSON_I01- 034184. 
 

         

034183 / Field tape 8 

 Continuation of an Ian Bryson interview with Roger Sandall  at Sydney, 1995 

00:00 Archive announcement. 

00:12 Discussion about Jayasinhji Jhala, his heritage, knowledge of local dialects and his 
interest in ethnographic filmmaking. Further discussion about the prohibitive cost 
of shooting in India and the shortcomings of working without a professional 
location sound recordist. 

01:31 Further discussion about how the move to Sydney University (1973 – 1994) 
resulted in a redirection of Roger Sandall’s energies away from filmmaking into 
writing and the academic work associated with his position in the anthropology 
department. 

02:07 Discussion about which aspects of indigenous culture can only be adequately 
documented using the medium of film or video. Roger Sandall describes the ability 
to capture the physical aspects of ritual (“movement in space and time”) as an 
example of the specific capability of film. 

03:48 Discussion about David MacDougall’s African films in which Roger Sandall 
expresses the view that the “ethnographic substance” of these films lies in the 
audio rather than the visual component. This leads on to a discussion in which 
Sandall questions the value of these films as educative tools as opposed to their 
cinematic merit. Particular mention of MacDougall’s The Wedding Camels (1974/77) 
by way of illustration. 

06:15 Broader discussion about the polarity between the auditory and the visual as 
carriers of ethnographic content. In the context of this discussion Roger Sandall 
reaffirms his predilection for recording the aspects of indigenous cultural practices 
that film is “uniquely’ able to capture. 

07:59 Discussion about film as a tool, that can be applied to anthropological research 
and study. 

08:59 Discussion about how the study of anthropology has evolved in the period since 
Roger Sandall took up a position in the faculty at Sydney University in 1973. 
Sandall uses the example of Akira Kurosawa’s Seven Samurai (1954) to illustrate the 
difference between the anthropological merits of ethnographic film, as opposed to 
fictional narrative films that contain highly subjectified ethnographic content. 

10:29 Discussion about how cultural studies changed the way in which film is viewed 
from an academic perspective. Roger Sandall laments the trend in anthropology 
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toward the “highly interpretive and subjective.” 

12:25 Discussion about the importance of observational filmmaking in anthropological 
study. Roger Sandall describes this as a crucial development in the approach to 
ethnographic filmmaking, which saw the previous model of dramatic formulas and 
film structures replaced by an approach of recording events as they occur. 

14:08 Discussion about the origin of the term “observational cinema.” Mention of Roger 
Sandall’s article Observation and Identity (1972). Mention of a Robert Gardner article 
from 1957 leading on to a discussion of Gardner’s films including Forest of Bliss 
(1985) shot at Benares on the Ganges. Mention of Gianfranco Rosi’s film Boatman 
(1994) also shot at Benares. 

18:15 Discussion about the distinctive aspects of Roger Sandall’s films. Sandall explains 
that the relationship he sets up between the metric structure of the music and the 
visual and narrative structures is unique in terms of ethnographic film. Reference 
to the Pintubi film series – Pintubi Revisit Yumari and Yanula (1969), Pintubi Revisit 
Yaru Yaru (1972) as an illustration of this approach. 

20:19 Discussion of John Marshall’s Ju/’hoan Bushman films. 

21:14 Discussion about how technical advances in the 1960s such as smaller, lighter 
cameras affected ethnographic filmmaking. Roger Sandall sees this as the 
beginning of the “video revolution” which changed the parameters of filmmaking. 

23:10 Discussion about Roger Sandall’s first Sight and Sound article. Critique of Ian 
Dunlop’s work in which Roger Sandall compares Desert People (1966) to the cutting 
edge documentaries of seminal figures from the 1950s and 60s like Richard 
Leacock, with particular reference to his film Primary (1960). Mention also of Ian 
Dunlop’s cinematographer Richard Tucker. 

26:55 Further discussion and reflection on the impact of technological advances in 
filmmaking in the early 1960s and the compatibility between this technology and 
observational filmmaking. 

28:48 Discussion profiling Roger Sandall’s various approaches to text from narration in 
the early films, to “descriptive overtitles” in the Pintubi Revisit films (1969/72), a 
combination of the two in Coniston Muster – Scenes from a Stockman’s Life (1975) and 
translation in Lawari and Walkara (1976). Roger Sandall explains that for the early 
films subtitles were not an option because the microphone used was omni 
directional, and failed to adequately capture speech, particularly where groups were 
involved. 

31:05 End of 034183 and end of Side A of field tape 8. 

034184 / Field tape 8 

 Continuation of an Ian Bryson interview with Roger Sandall  at Sydney, 1995 

00:00 Archive announcement. 

00:09 Continuation of the previous discussion about text and narration in Roger 
Sandall’s films. Walbiri Ritual at Ngama (1967) is mentioned by Sandall as a film in 
which he “systematically” used narration. Reference made also to the use of 
narration in the films Roger Sandall shot in Arnhem land, including Djungguan at 
Yirrkala (1966). 

00:41 Roger Sandall states that he was never happy with the sound of voice over and 
goes on to explain the use of overtitles in Pintubi Revisit Yaru Yaru (1972). 

02:04 Discussion about the difficulty in explaining the mythical underpinnings of 
Aboriginal ceremony and ritual through the medium of film. 

03:31 Expansion on an earlier discussion about Roger Sandall’s approach to narration, 
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voice over and subtitling. Sandall reiterates the difficulties resulting from a 
combination of inadequate sound recording and a multiplicity of speakers at any 
one time. Reference made to the western desert film shoots in which “you had 
twenty guys talking simultaneously, at the tops of their voices through damn near 
every scene.” Roger Sandall regards the use of “professional” narration as a 
“violation” of the film subject, but qualifies this view in relation to Ian Dunlop 
who voiced the narration of his own films. 

05:32 Discussion about the role of the anthropological adviser. Roger Sandall regards 
this role as vital to keeping the director and crew informed about what was 
happening, what was about to happen, and what was significant. Mention of the 
anthropologist Nicolas Peterson as an exemplar of this. 

06:15 Discussion about the importance of film festivals for Roger Sandall during the 
period he was at the Institute. Sandall reveals that he made the shorter edited 
versions of the films “for personal satisfaction” with a view to returning to 
America after a short stint at the Institute and developing a career there.   

08:17 Roger Sandall discusses a selection of his films that received awards from 
international festivals including Walbiri Ritual at Ngama (1966), which screened at 
Festival dei Popoli, Florence in 1967, Emu Ritual at Ruguri (1967), which received 
the first prize for documentary at the Bienalle de Venezia in 1968. This leads on to 
a broader discussion about how ethnographic filmmakers use film festivals to 
promote their work, and how European audiences were doubtlessly floored 
by the unfamiliarity of the people and environments of Sandall’s central Australian 
films. 

11:09 Discussion about how the stylist aspects such as the pacing and cinematography of 
Roger Sandall’s central Australian films, with particular reference to Emu Ritual at 
Ruguri (1967), were a distinguishing feature for festival European audiences. 
Sandall draws a comparison with the documentary style of American filmmaker 
Robert Drew and makes particular reference to his film of 1963 The Chair. 

13:31 Roger Sandall makes the point in relation to an earlier discussion, that European 
audiences had been exposed to ethnographic films featuring Australian Aboriginal 
people since the 1940s. Sandall refers to the films of C. P. Mountford by way of 
example and contrasts Mountford’s stylistic approach to that of his own. 

14:30 Discussion about the ‘insularity’ of the Australian film culture of the 1960s. Roger 
Sandall asserts that filmmaking conventions established in the 1930s still prevailed 
in the early 1960s at institutions like Film Australia (formerly the Commonwealth 
Film Unit).  

15:51 Discussion about how the “Saibai” films came to be made, Sign Language of Saibai 
Island (1965) and Wame: Traditional String Figures from Saibai Island (1966). Mention 
of the anthropologist Wolfgang Laade’s involvement in the making of these films. 
Mention also of Frederick McCarthy’s role in initiating the project, which was at 
least in part, a means of testing the new Arriflex camera. 

17:22 Discussion of the particular difficulties surrounding the completion of Ritual at 
Ruguri (1967). Roger Sandall explains that he regrets having had to complete the 
film with material shot a year later due to a lack of adequate coverage in the first 
instance. Ian Bryson asks if the original footage of the men emerging from the 
cave still exists in the archival version of the film. Sandall explains that there isn’t 
an archival version of the film because it was only later in his tenure at the 
Institute, that he established the practice of creating two coexistent versions of 
each film. Walbiri Ritual at Ngama (1967) is also mentioned as existing only in the 
one version. 
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19:52 Discussion of Walbiri Ritual at Yambirri (1969) with mention of Jeremy Long, who 
was the anthropologist involved. 

20:52 Discussion about the use of intertitles in Coniston Muster – Scenes from a Stockman’s 
Life (1975), and about the process of recording the narration with Coniston 
Johnny.  

24:32 Description of a particular scene in Coniston Muster in which Roger Sandall sought 
to show the more brutal aspects of pastoral life - “knee-stringing” is discussed 
briefly by way of example. 

27:41 Discussion about Coniston Johnny’s narration and how this device, i.e. an 
Aboriginal subject providing narration was used by Roger Sandall for the first time 
in Coniston Muster – Scenes from a Stockman’s Life (1975). Mention of Bryan Bowman 
the station owner leading on to a discussion of the element of humour in the film, 
which Sandall feels distinguishes it from other ethnographic films. 

29:09 Broader discussion about the general lack of humour in anthropological films 
which Roger Sandall describes as a “travesty” and a misrepresentation of so many 
spheres of human interaction which are saturated with humour. Reference to Tim 
Asch’s The Ax Fight (1975) and David MacDougall’s African films as exceptions. 

31:04 End of 034184 and end of Side B of field tape 8. 

RETURN TO ITEM LIST 
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042784 / Field tape 9 

Performer/speaker(s): Laurie Fitzgerald 

Personal subject(s): Nicolas Peterson, Roger Sandall, Lester Bartholomew, Richard Tucker, Cecil 
Holmes, Amanda Holmes, Sandra Holmes, T. D. Campbell, Tim Asch 

Subject keywords: Film – Ethnographic, Film - Film making, Sound recording, Ceremonies 

Language/people: Yanomamo Indians 

Places: Yuendumu (South Central NT SF52-12), Mparntwe / Alice Springs (South 
Central NT SF53-14), Arnhem Land (NT), Venezuela 

Recording quality: Fair to good. 

042784 / Field tape 9 

Timing 
point 

Description 

 Ian Bryson interview with Laurie Fitzgerald in Sydney, 1995 

00:00:00 Archive announcement. 

00:00:15 Ian Bryson records a tape ID. 

00:00:46 Mention of the anthropologist Nicolas Peterson in the context of his collaboration 
with the filmmaker Roger Sandall. 

00:01:20 Laurie Fitzgerald speaks about how he came to work with Roger Sandall. 

00:02:30 Laurie Fitzgerald speaks about reading the service manual of the recorder on the 
plane flight Yuendumu. 

00:03:20 Laurie Fitzgerald speaks about his first weekend at Yuendumu. Whilst Roger 
Sandall and Nicolas Peterson were in Alice Springs, Laurie and the ABC 
cameraman Lester Bartholomew prepared the technical aspects of the shoot. 
Laurie also speaks about repairing a number of motor vehicles for the expedition. 

00:04:20 Laurie Fitzgerald speaks about how the language barrier and the culture shock for 
the local Aboriginal people presented challenges for the filmmakers. 

00:05:16 Laurie Fitzgerald speaks about the technical problems encountered on the shoot 
especially the difficulties around camera and sound being tethered together (in the 
absence of crystal sync). 

00:06:34 Laurie Fitzgerald speaks about using radio mics (a new technology at the time), on 
the second trip and the problems associated with this. 

00:07:44 Laurie Fitzgerald speaks about the reaction of the local Aboriginal people to the 
camera (as a physical presence) and Nicolas Peterson’s role in advising the crew 
how to interact with them. 

00:09:00 Laurie Fitzgerald speaks about the Arriflex BL camera batteries that were used on 
the shoot.  

00:10:23 Laurie Fitzgerald explains that no slates or Electronic synchronisation tones were 
used on the shoot. Rather Laurie used a system of “pilot tones” to mark the 
camera stop/start points on the sound recording. Also included here is a detailed 
description of the post-synchronization process in which the sound was laid onto 
16 mm film. 

00:13:00 Laurie Fitzgerald speaks about screening films for local communities and the 
reaction of the audience in one instance where a film featured a dancer who had 
died in the year since the film was shot.  

00:15:32 Laurie Fitzgerald speaks about the stylistic differences between Roger Sandall’s 
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films and previous AIAS Film Unit filmmakers. Mention of Richard Tucker.  

00:16:22 Laurie Fitzgerald speaks about “sync sound” and the conscious effort of Roger 
Sandall to avoid set ups and any kind of stylisation. 

00:17:11 Discussion  about Cecil Holmes, his use of sync sound on two films made in 
Arnhem Land in 1962 How Shall They hear and Faces in the Sun. 

00:17:57 Laurie Fitzgerald speaks about working as a sound recordist for Cecil Holmes. Ian 
Bryson refers to a paper that he’s presenting on Cecil’s work. Mention of Amanda 
Holmes (Cecil’s daughter) as a source of information. Mention also of Sandra 
Holmes (Cecil’s wife) and her role as sound recordist for many of his films. 

00:20:10 Discussion about how technology and the availability of equipment affected the 
evolution of documentary filmmaking particularly with regard to interviews. Laurie 
Fitzgerald explains that the lack of interviews in Roger Sandall’s films wasn’t due 
to technical constraints but rather the language barrier particularly in cases where 
the subjects were Aboriginal elders. Mention of T. D. Campbell and the influence 
of his work on Roger Sandall’s filmmaking. 

00:23:22 Laurie Fitzgerald speaks about night filming using a welding generator to power 
the lighting rig. 

00:23:56 Laurie Fitzgerald speaks about trips to ceremonial sites with Aboriginal people. 
Laurie explains the feeling amongst the crew that the Aboriginals took advantage 
of the opportunity of transport and often chose the most remote sites.   

00:25:26 Laurie Fitzgerald speaks about providing technical advice to Tim Asch prior to his 
trip to Venezuela to film the Yanomamo Indians. Brief discussion about how 
crystals superceded tuning folks as a means of synchronising sound to film. 

00:27:26 End of 042784 and end of Side A of field tape 9. 

 
 

RETURN TO ITEM LIST 
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042785 and 042786 / Field tape 10 

Performer/speaker(s): Martha Ansara 

Personal subject(s): Philip Noyce, Essie Coffey, Kevin Smith, Sandy Edwards, Michael Leigh, Alec 
Morgan, Ken Colbung, Robert Bropho, David MacDougall, Judith 
MacDougall, Cecil Holmes, Peter Hamilton, Will Saunders, Wayne Barker, Lee 
Robinson, Chips Rafferty, Dennis O’Rourke 

Subject keywords: Film - Film making, Employment - Unemployment - Services and agencies, S 
Law enforcement - Police conduct and attitudes, Politics and Government - 
Political action - Rallies and marches, Anthropology - Theory and criticism, 
Archives and archiving - Sound - Oral history,  Film - Grants and finance, 
Education – Tertiary, Communist party work 

Language/people: Noonkanbah 

Places: Chicago, Vietnam, California, Brewarrina (N NSW SH55-06), Western 
Australia (WA), Northern Territory (NT), Balmain (Inner Sydney NSW SI56-
05), New South Wales (NSW) 

Recording quality: Fair to good 

042785 / Field tape 10 

Timing 
point 

Description 

 Ian Bryson interview with Martha Ansara at Sydney, 1995 

00:00:00 Archive announcement. 

00:00:19 Martha Ansara records a tape ID. 

00:01:17 Martha Ansara speaks about her schooling her where she was exposed to weekly 
silent film screenings.  

00:01:39 Martha Ansara speaks about her time at the University of Chicago and her 
involvement in the film society there. 

00:02:11 Martha Ansara speaks about her interest in experimental filmmaking and her anti-
Vietnam activism and how these interests came together in a film about draft 
resisters that she made in California. 

00:02:31 Martha Ansara speaks about her emigration to Australia in the early 1960s and her 
involvement with the Filmmakers Coop and the Experimental Film fund. 

00:03:11 Martha Ansara speaks about her studies in cinematography at the Australian Film 
and Television School (as a part of the first intake of students) and her work on 
the Philip Noyce film Backroads (1977). Mention of Essie Coffey, who Martha met 
on the Backroads shoot. 

00:03:31 Martha Ansara speaks about a dispute on the shoot in which she, Essie Coffey and 
Kevin Smith objected to the way Aboriginal people were being treated. Martha 
explains how this solidarity and friendship with Essie later culminated in a 
collaboration on the film My Survival as an Aboriginal (1978). 

00:04:30 Ian Bryson points out that My Survival as an Aboriginal is quite possibly the earliest 
collaboration between an Indigenous and non-indigenous filmmaker. 

00:04:50 Martha Ansara speaks about the process of collaboration with Essie Coffey on the 
film and the funding provided by the Australian Film Commission. 

00:06:28 Martha Ansara discusses in detail the process of working with Essie Coffey - the 
extent to which Essie provided direction for the film and her involvement in the 
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editing process. 

00:06:46 Martha Ansara refers to a more recent collaboration with Essie Coffey and how 
shooting on video has meant the collaborative process is quite different. Mention 
of editor Kit Guyatt and Aboriginal activist and filmmaker Robert Bropho. 

00:08:02 Martha Ansara speaks about how her experience as a cinematographer has taught 
her to understand a director’s intentions from observing them closely. 

00:08:27 Martha Ansara speaks about her second collaboration with Essie Coffey My Life as 
I Live It (1993). The discussion touches on the Community Development 
Employment Projects (CDEP) program and its impact in Brewarrina. 

00:08:53 Martha Ansara speaks about filming Priscilla Boney visiting Lloyd Boney’s 
graveyard. Through this anecdote Martha seeks to illustrate the subtleties of 
Aboriginal communication and interaction – indication is favoured over explicit 
direction. 

00:10:00 Martha Ansara expands on this point by telling an anecdote about staying with the 
Aboriginal playwright Jack Davis. 

00:10:54 Martha Ansara discusses an interview featured in the film in which Dallas 
Skuthorpe a friend of Lloyd Boney’s speaks about institutionalised racism and 
conspiracy within the Brewarrina Police force. 

00:12:41 Martha Ansara speaks about an unnamed witness (since deceased), who saw the 
brutal episode that resulted in Lloyd Boney’s death in custody.  

00:13:17 Martha Ansara speaks further about the division “between the white side of town 
and the black side of town,” in Brewarrina. 

00:13:39 Martha Ansara speaks about her motivations for making My Survival as an 
Aboriginal (1978) with Essie Coffey, and how it’s consistent with a life-long 
commitment to political activism. 

00:15:11 Martha Ansara speaks about the role of the Sydney Filmmakers Coop in making 
political films. 

00:15:55 Martha Ansara speaks about meeting Gary Foley through the Communist party 

00:16:59 Martha Ansara discusses the composition and objectives of the Sydney Filmmakers 
Coop, touching on the experimental films of Albie Thoms, the political films of 
Stephen Wallace. Phillip Noyce – his love of film and his social awareness. Martha 
stresses that the Coop was set up principally to provide a means of film 
distribution for its members. 

00:19:30 Martha Ansara questions the legitimacy of Anthropology as a discipline. 

00:20:45 Ian Bryson speaks about the emergence of “revisionist” Anthropology in the 
1980s and how this movement sort to redress the anthropological wrongs of the 
past. 

00:22:22 Martha Ansara speaks pejoratively about the 90’s cultural studies construct of ‘the 
other.’  

00:24:56 Martha Ansara offers further explanation of her motivations as a filmmaker with 
particular reference to her three films with an Aboriginal focus My Survival as an 
Aboriginal (1978), My Life as I Live It (1993) and Always Was Always Will Be (1989). 

00:26:16 Martha Ansara speaks further about her collaboration and friendship with Essie 
Coffey and compares the merits of two films they made together My Survival as an 
Aboriginal (1978) and My Life as I Live It (1993). 

00:27:47 Martha Ansara speaks about the difficulties associated with making a documentary 
about bikies in Western Australia.  

00:29:01 Martha Ansara explains that for her, documentary collaboration with a subject 
involves a commitment to presenting that subjects viewpoint. Mention of the 
documentary filmmaker Dennis O’Rourke. 
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00:30:53 End of 042785 and end of Side A of field tape 10. 

042786 / Field tape 10 

 Continuation of an Ian Bryson interview with Martha Ansara at Sydney, 1995 

00:00:27 Martha Ansara speaks about her estrangement from Essey Coffey in the period 
between the two films they made together My Survival as an Aboriginal (1978) and 
My Life as I Live It (1993). 

00:00:57 Martha Ansara speaks about a photographic project Essie Coffey was involved in 
with Sandy Edwards. 

00:01:25 Martha Ansara speaks about the early phase of making her 2nd film My Life as I Live 
It (1993) with Essie Coffey. 

00:02:31 Martha Ansara speaks about becoming aware of the Australian Institute of 
Aboriginal Studies – meeting Michael Leigh, the Institute providing Essie Coffey 
with a sound recording of her mother. Mention of Alec Morgan. 

00:04:27 Martha Ansara speaks about Ken Colbung’s appointment as Principal of the 
Institute. Mention of the Noonkanbah people in Western Australia. Discussion 
also of the Old Swan Brewery dispute in Perth in 1989 which is the focus of 
Always Was Always Will Be (1989) a film made by Martha and Robert Bropho. 

00:04:56 Martha Ansara speaks about receiving a grant of $5000 from the Institute for the 
making of Always Was Always Will Be. 

00:05:23 Martha Ansara speaks further about her dealings with the Institute – the acquittal 
of the grant, archival processes and other filmmakers connected to the film unit 
such as David and Judith MacDougall. 

00:06:39 Ian Bryson speaks about the foundation of the Institute in 1964. Mention of early 
figures such as Cecil Holmes and Peter Hamilton in the contexts of the political 
tensions of the time. 

00:08:39 Martha Ansara speaks about David and Judith MacDougall, about their films and 
their involvement in the wider film community. Mention of Will Saunders and 
Wayne Barker – reference to Barker’s film Milli Milli (1994). 

00:11:47 Martha Ansara and Ian Bryson speak about the funding provided by the Institute 
to filmmakers. The conversation turns to the financial viability of documentary. 
Martha points to My Survival as an Aboriginal (1978) as exceptional in that it 
recouped its budget, many times over through distribution and sales. 

00:13:38 Martha Ansara speaks about selling My Life as I Live It (1993) to the ABC and her 
financial arrangements with Essie Coffey. 

00:15:58 Martha Ansara speaks about the personal benefit she derived from making My 
Survival as an Aboriginal (1978) with Essie Coffey.  

00:16:59 Martha Ansara speaks about how working without expectation of financial return 
has been liberating for her as a filmmaker. 

00:17:54 Martha Ansara speaks about an interview that she conducted with the Australian 
film director Lee Robinson in which he related a conversation he’d had with Cecil 
Holmes about their contrasting approaches to film making. 

00:19:00 Martha Ansara relates Lee Robinson’s account of “the film he’d always wanted to 
make” featuring an Aboriginal central character from the Northern Territory – 
mention of The Phantom Stockman (1953) and Skippy the Bush Kangaroo television 
series. Actor Chips Rafferty also mentioned. 

00:21:16 Martha Ansara speaks about filmmakers who manage to make their passion 
projects commercially viable - Dennis O’Rourke mentioned by way of example. 

00:21:52  Martha Ansara explains that she doesn’t expect to make a living out of filmmaking 
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and speaks about the freedom that comes with that lack of expectation. 

00:22:43 Martha Ansara speaks about the effort she puts into maximising the impact of her 
films. 

00:23:20 Ian Bryson asks Martha Ansara how many films she’s made. Martha estimates 
“about a dozen or so.” 

00:24:16 Martha Ansara speaks about ideas for future film projects and her acquisition of a 
Hi8 camera. Ideas include a film about “the neglected floral clock at the Central 
railway (in Sydney),” an animation titled The Adventures of a Puddle, and a film about 
Balmain. 

00:25:18 Martha Ansara speaks about teaching film and her application for a PHD 
scholarship. Mention of an earlier scholarship application to the University of New 
South Wales. 

00:27:16 Ian Bryson speaks about the research required for this series of interviews. Martha 
Ansara refers to her own research in preparation for interviewing Lee Robinson. 

00:27:43 Martha Ansara describes herself as having led “an interesting life in film.” Martha 
also alludes to her life outside of film including her membership of the communist 
party. 

00:28:24 Break in recording – no content. 

00:28:59 End of 042786 and end of Side B of field tape 10. 

 
RETURN TO ITEM LIST 
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042787 and 042788 / Field tape 11 

Performer/speaker(s): Jeremy Long 

Personal subject(s): Harry Giese, Cecil Holmes, Peter Hamilton, Sandra Holmes, Lazarus 
Lamilami, Roger Sandall, Tjungkarta "Nosepeg" Tjupurrula, Norman Tindale, 
John Burton Cleland, E. O. Stocker, Ken Hansen, Nicolas Peterson, Peter 
Ucko, William Geddes, Ned Lander, Kim McKenzie, Fred McCarthy, William 
Wentworth 

Subject keywords: Social welfare - Administration - Welfare officers, Religions - Christianity – 
Missions, Ceremonies, Film - Film making, Language – Translation, 
Technology, Film – Ethnographic, Ceremonies - Initiation 

Language/people: Pintubi, Pitjantjara, Walbiri 

Places: Goulburn Islands (West Arnhem Land NT SC53-13), Arnhem Land (NT), 
Sydney (NSW SI56-05), Ikuntji / Haasts Bluff (South Central NT SF52-16), 
Yumari, Papunya (South Central NT SG53-02), Yaru Yaru, Mittagong / 
Bowral / Moss Vale (S NSW SI56-09), Mparntwe / Alice Springs (South 
Central NT SF53-14), Cotton Creek (WA East Pilbara SF51-10), Petermann 
Ranges (South Central NT SG52-07, WA SG52-06), Western Desert (WA 
SF51, SF52, SG51, SG52), Kaltukatjara / Docker River (South Central NT 
SG52-03), Kikingkura 

Recording quality: Fair to good 

042787 / Field tape 11 

Timing 
point 

Description 

 Ian Bryson interview with Jeremy Long at Sydney, 1995 

00:00:00 Archive announcement. 

00:00:13 Ian Bryson records a tape ID. 

00:00:29 Jeremy Long and Ian Bryson speak about Cecil Holmes’ film Uwar at Goulburn 
Island (1964). Mention also of a Yabudurawa ceremony that Holmes shot at Roper 
River in 1965 for the Institute. Bryson recalls that one or both of these films was 
edited by Rod Adamson. 

00:01:46 Jeremy Long speaks about his time as a welfare officer in Darwin in the 1960s. 
Mention of Harry Giese in connection with Jeremy’s involvement in the Cecil 
Holmes film Uwar at Goulburn Island (1964). 

00:03:16 Jeremy Long speaks about his research into the demography of Aboriginal 
communities along the Arnhem Land coast. 

00:03:51 Jeremy Long speaks about his family accompanying him on the Uwar at Goulburn 
Island I (1964) film shoot and their accommodation at a Methodist mission on the 
island. 

00:04:37 Jeremy Long speaks about how the Methodist missions had an official policy 
dating back to the 1930s of not disturbing traditional Aboriginal culture. Jeremy 
explains not all mission employees adhered to this policy and refers to an incident 
in which filming was interrupted by an enraged missionary.  

00:05:12 Jeremy Long recalls tensions between the Aboriginal people and the missionaries 
and tensions within the Aboriginal community itself between traditionalists and 
“innovators” in relation to the planning and realisation of the Uwar (or Ubar) 
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ceremony. 

00:06:16 Discussion about Harry Giese and his influence on ethnographic film making in 
Australia in the 1960s. Ian Bryson speaks about Giese obstructing Cecil Holmes 
and Jeremy Long affirms that Giese had the power to block access to Aboriginal 
reserves at that time. 

00:07:28 Jeremy Long reflects on the divergent politics of Harry Giese and Cecil Holmes. 
Mention of Cecil Holmes’ newspaper The Territorian and Holmes’ association with 
Peter Hamilton through his company New Dawn Films, based in Sydney. 

00:08:33 Reference to Cecil Holmes’ wife Sandra and her horse-riding on Goulburn Island. 

00:09:14 Jeremy Long reflects upon the Uwar at Goulburn Island (1964) film shoot. Detailed 
discussion about the role of a local Aboriginal man Lazarus Lamilami as a key 
liaison between the local community and the crew, particularly with regard to the 
form and content of the ceremonies and rituals that were being performed. 

00:11:01 Detailed discussion of the incident referred to earlier in the interview (see timing 
point 00:04:37) where one of the missionaries objected to ceremonial practices 
taking place on Sunday. Jeremy Long explains that the missionary’s outburst could 
easily have escalated the scene, resulting in open hostility on both sides. 

00:13:07 Ian Bryson refers to a set of films that Cecil Holmes made for the Methodist 
overseas mission and mentions the film I, the Aboriginal (1964) which was made for 
ABC television. 

00:13:42 Discussion about Jeremy Long’s involvement in Roger Sandall’s ‘Pintubi’ films. 
Jeremy explains the background to the making of these films and his role in 
finding out whether local Aboriginal people were interested in returning to country 
to take part in a traditional ceremony. Jeremy explains the integral role that local 
man Tjungkarta "Nosepeg" Tjupurrula played in the process, as he was 
experienced in “turning on ceremonies for visiting cameramen.” Mention of 
Norman Tindale, John Burton Cleland and E. O. Stocker in relation to the filming 
of traditional Aboriginal ceremonies at Haast Bluff in 1957/58. 

00:16:40 Jeremy Long expands on Tjungkarta "Nosepeg" Tjupurrula’s involvement in 
feature films as an actor and a director of Aboriginal extras.  

00:17:35 Jeremy Long speaks about the incentives for participation – Tjungkarta "Nosepeg" 
Tjupurrula’s insistence, remuneration, provision of food etc.  

00:18:44 Jeremy Long discusses the process of choosing the location for the ceremony that 
forms the basis of Roger Sandall’s film Pintubi Revisit Yumari (1970). Long also 
explains that the next priority became to shoot a ceremony in a cave environment. 

00:20:33 Jeremy Long speaks about collecting spears and other artefacts in Pintubi country 
and securing them back in Papunya. 

00:22:08 Jeremy Long speaks about a trip to Pintubi country with an army delegation. 
Mention of Roger Sandall’s films The Mulga Seed Ceremony (1967) and Camels and the 
Pitjantjara (1969). Ian Bryson references a letter that explains the connection 
between these two films.  

00:25:21 Ian Bryson asks Jeremy Long about Roger Sandall’s approach to ethnographic 
filmmaking. Long explains that whilst Sandall’s approach was essentially 
observational there were instances where he sort to influence the action taking 

place. Mention of the film Pintubi Revisit Yaru Yaru (1972) as a case in point. 

00:27:38 Jeremy Long posits that Roger Sandall’s desire for more “kinetic” energy from the 
performers may have led to the staging of the Warranulla revenge ritual. Long 
speculates that this ritual may have been secret and possibly should not have been 
filmed. 

00:29:55 Discussion about Ken Hansen, a Summer Institute of Linguistics (SIL) linguist and 
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his work as a translator and an interpreter on Roger Sandall’s films. Mention of 
Ken Hansen’s connection to places including Moss Vale, Alice Springs, Cotton 
Creek. Mention also of the linguist David Nash. 

00:32:15 End of 042787 and end of Side A of field tape 11. 

042788 / Field tape 11 

 Continuation of an Ian Bryson interview with Jeremy Long at Sydney, 1995 

00:00:00 Archive announcement. 

00:00:14 Jeremy Long speaks about the number of films made in central Australia that 
focused on the Warlpiri people including Roger Sandall’s Camels and the Pitjantjara 
(1969). Long believes this may have fuelled the appetite of the Pintubi people to be 
involved as subjects for Roger Sandall’s films Pintubi Revisit Yumari (1970) and 
Pintubi Revisit Yaru-Yaru (1972). 

00:03:01 Ian Bryson asks Jeremy Long whether he recalls any restrictions or conditions 
being placed on filming by the subjects of Pintubi Revisit Yumari (1970) and Pintubi 
Revisit Yaru-Yaru (1972). Long explains that the filming of a Kangaroo initiation 
ritual became contentious and remembers younger participants being particularly 
concerned.   

00:06:37 Jeremy Long recalls that there was concern that there may have been degradation 
of a cave environment (not by the film crew) but sometime in the intervening 
period prior to the return of the Pintubi to this site. 

00:08:12 Jeremy Long speaks about screening an unreleased Roger Sandall film before a 
select audience. Long explains the screening was stopped half way through because 
there were too many close-ups of deceased persons and it was agreed at the time 
that the Institute would withdraw the film from any future public viewing. 

00:09:21 Jeremy Long reflects more generally that in his recollection there was little concern 
expressed by subjects in the Roger Sandall film expeditions he was involved in. 

00:10:22 Ian Bryson asks Jeremy Long whether Institute filmmakers such as Roger Sandall 
were regarded differently by Aboriginal people compared to other filmmakers that 
they encountered. Long recalls feeling that there was a sense of mutual satisfaction 
from these encounters between Institute film crews and local Aboriginal people.  

00:11:37 Jeremy Long discusses the background to how Roger Sandall’s film The Mulga Seed 
Ceremony (1967) came to be made. Long speaks about a field trip in 1961 to 
Petermann Range in the Western Desert to “promote the idea of reoccupying it.” 
Long describes the establishment of a settlement at Docker River. 

00:13:03 Jeremy Long asks Ian Bryson for the exact dates of The Mulga Seed Ceremony (1967) 
film shoot. Bryson referring to notes states that the group departed Alice Springs 
for the Petermann Ranges on the 28th of August 1967. 

00:14:19 Jeremy Long asks Ian Bryson if Nicolas Peterson (Bryson’s supervisor) has diaries 
of the Roger Sandall film expeditions.  

00:14:50 Jeremy Long speaks about his role with the Institute’s Film Production Advisory 
Committee. Long recollects that he was there primarily to provide “a rubber 
stamp” for Roger Sandall’s initiatives.   

00:16:15 Discussion about Jeremy Long’s reaction to Peter Ucko’s (the Principal of the 
Institute) plan to relocate the Film unit from Sydney to Canberra. Long explains 
that he supported Roger Sandall’s preference for the unit to remain in Sydney. 
Mention of William Geddes and his key role in the establishment of the film unit 
in Sydney. 

00:18:20 Jeremy Long speaks about the shift in priorities away from filming “re-
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enactments” of traditional ceremonies, to capturing the ceremonies as they were 
taking place in the late 1960s. 

00:19:25 Ian Bryson asks Jeremy Long for his opinion of the Institute’s ‘before it’s too late’ 
policy. Long sees merit in these films but expresses reservations about their 
didactic value.  

 00:21:25 Ian Bryson speaks about Ned Lander’s documentary Jardiwarnpa (1993) (made for 
the Blood Brothers series). Bryson explains Lander felt that footage of traditional 
dances would in future have a mnemonic function and be key in reviving a 
tradition. Bryson goes on to recount at length a conversation with Nicolas 
Peterson in which Peterson refuted this idea drawing the clear distinction between 
enacting traditional dances and participating in them with true knowledge of their 
meaning and context. 

00:24:09 Jeremy Long compares the experience of viewing these films to “home movies” 
where communities experience a mixture of nostalgia at the recognition of things 
past and anguish at being confronted with images of deceased persons. 

00:25:34 Ian Bryson and Jeremy Long speak about two film recordings of the Jardiwarnpa 
Warlpiri fire ceremony: 

 Roger Sandall’s Ngatjakula: A Walbiri Fire Ceremony (1977) which was 
originally shot in 1969 and then edited into a shorter public presentation 
version by Kim McKenzie (on behalf of the Institute) in 1977. 

 A Warlpiri Media version shot on video in 1983. 

00:27:03 Ian Bryson and Jeremy Long speak about the principles upon which the Institute 
was founded by Fred McCarthy and how these ideas influenced the activities of 
the film unit. 

00:28:07 Jeremy Long speaks about how the ‘before it’s too late,’ idea was the argument or 
leverage point upon which Fred McCarthy and William Wentworth lobbied for the 
Institute’s first funding. 

00:29:12 Ian Bryson asks Jeremy Long whether the same ceremonies have continued to be 
performed in Pintubi country at the Petermann Range, Yumari, Yunala or 
Kikingkura. Long recalls other initiation and increase rituals being performed but 
not the same ceremonies that were enacted for the Roger Sandall films. 

00:31:16 Ian Bryson mentions mortuary rites in Arnhem land. 

00:31:57 End of 042788 and end of Side B of field tape 11. 

 
RETURN TO ITEM LIST 
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042789 / Field tape 12 

Performer/speaker(s): Jeremy Long 

Personal subject(s): Ian Dunlop, Roger Sandall, David MacDougall, Judith MacDougall, Ivo 
Burum, Kim McKenzie 

Subject keywords: Film – Ethnographic, Race relations - Representation – Politics, Film - Film 
making, Anthropology - Theory and criticism 

Language/people: Pitjantjara, Gurindji, Warlpiri 

Places: Western Desert (WA SF51, SF52, SG51, SG52), Yuendumu (South Central 
NT SF52-12), Yurrkarrn / Coniston (South Central NT SF53-09), Lawari 
(NT20071), Walkara, Walangkura / Kintore (South Central NT SF52-15), 
Australia, Collum Collum (NSW N Coast SH56-06), Canberra (ACT SI55-16), 
United States (USA) 

Recording quality: Fair to good 

042789 / Field tape 12 

Timing 
point 

Description 

 Continuation of an Ian Bryson interview with Jeremy Long at Sydney, 1995 

00:00:00 Archive announcement. 

00:00:15 Ian Bryson records a tape ID. 

00:00:31 Ian Bryson and Jeremy Long discuss the contrast between ceremonial and ‘daily 
life’ ethnographic films. Ian Bryson refers to Ian Dunlop’s film People of the 
Australian Western Desert (1966-70) as an example of the latter category. 

00:01:44 Jeremy Long explains that he and Roger Sandall regarded this type of material as 
“old-fashioned dreary and not worth repeating,” and the ritual films they made 
were in part a reaction against this. 

00:02:32 Jeremy Long explains that these ‘daily life’ films were in fact often conceits - re-
enactments for the camera – fire making films shot at Yuendumu cited by way of 
example. 

00:03:03 Ian Bryson suggests that these ‘daily life’ films were the precursor to the 
observational documentary aesthetic which began to take hold at the Institute with 
filmmakers such as David and Judith MacDougall. Bryson speaks about how these 
films often focused on the technological aspects of indigenous culture – 
toolmaking, canoe building etc.  

00:04:34 Jeremy Long in looking for an antecedent to this in Roger Sandall’s work identifies 
Camels of the Pitjantjara (1969) and Coniston Muster (1975) as films that provided a 
window into contemporary Aboriginal life and insight into indigenous adaptations 
of technology. 

00:05:38 Ian Bryson and Jeremy Long discuss Roger Sandall’s film Lawari and Walkara 
(1976) and the political conflict between the Gurindji and Warlpiri men that played 
out during the filming, Sandall remained oblivious to the political subtext of the 
film until language translations were completed and subtitles were added. 

00:06:47 Jeremy Long reflects on how the film itself became a political instrument for a 
joint land rights claim. 

00:07:16 Jeremy Long speaks about how he came to be involved in the documentary Benny 
and the Dreamers (1993). Mention of the film’s director Ivo Burum. 
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00:09:14 Jeremy Long speaks generally about aspects of the film including how the title 
Benny and the Dreamers emerged as a working ‘joke’ title in response to a pop 
concert at Kintore but was then eventually adopted for the film’s official release. 

00:10:53 Jeremy Long appraises the film discussing the voice over, the editing style and his 
own representation in the film. 

00:12:50 Ian Bryson and Jeremy Long speak about a particular moment in the film where 
archival footage of Long is featured. 

00:13:24 Ian Bryson presents his own appraisal of the film Benny and the Dreamers. 

00:13:52 Jeremy Long recalls re-enactments that were staged as part of the film and explains 
that the material “ended up on the cutting room floor.” 

00:15:12 Jeremy Long speaks about what he believes are the important priorities for 
ethnographic documentary in Australia (at the time of interview). 

00:18:39 Jeremy Long asks Ian Bryson if the Institute are still actively involved in 
filmmaking. Bryson explains that the Institute supports the development (i.e. script 
writing and preproduction) of ethnographic film projects through the Grants 
program.  

00:19:30 Ian Bryson asks Jeremy Long whether the filmmaking approach of David and 
Judith MacDougall is still legitimate or appropriate – specific mention of the 
MacDougall’s Collum Calling Canberra (1983). 

00:20:45 Jeremy Long and Ian Bryson discuss Kim McKenzie’s film Waiting for Harry (1980) 
as a particularly successful approach to making a ritual film. 

00:21:18 Jeremy Long responds to Ian Bryson’s question about the Institute’s screening ban 
on Roger Sandall’s ceremonial films. Mention of Berkeley films and their 
continued international distribution of these films. 

00:24:31 Jeremy Long observes the peculiarity of the situation where American 
anthropology students are able to view these films and Australian students are 
denied this opportunity. 

00:25:39 Jeremy Long questions whether the same restrictions imposed from within the 
culture should apply to people from outside the culture who have a legitimate 
interest in viewing the material. 

00:27:40 End of 042789 and end of Side A of field tape 12. 

 
RETURN TO ITEM LIST 
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042790 and 042791 / Field tape 13 

Performer/speaker(s): David MacDougall, Judith MacDougall 

Personal subject(s): Jacqueline Kennedy, Colin Young, Walter Goldschmidt, Jean Rouch, Asen 
Balikci, Basil Wright, Merian C. Cooper, Jorge Prelorán, Timothy Asch, John 
Marshall, Richard Hawkins, Suzette Heald, Jack Reid, Peter Rigby, Richard 
Leacock, D. A. Pennebaker, Robert Drew, Claude Jutra, Michel Brault, Haskell 
Wexler, Frederick Wiseman, Robert Gardner 

Subject keywords: Education – Tertiary, Film - Film making, Indians of North America, Film – 
Ethnographic, Anthropology, Race relations – Racism, Education – Tertiary, 
Sound recording, Film criticism, Photography - Ethnographic 

Language/people: Native Americans, Geia people (Uganda), Gisu people (Uganda) 

Places: England, United States (USA), Malawi, Africa, Los Angeles, Paris, Chile, 
Ireland, Uganda, Kampala, Karamoja district, Canada, Houston, Ceylon, 
France, Italy, Rice, Turkana, Kenya, East Africa, Addis 

Recording quality: Fair to good 

042790 / Field tape 13 

Timing 
point 

Description 

 Ian Bryson interview with David MacDougall and Judith MacDougall at 
Canberra, 1995 

00:00:00 Archive announcement. 

00:00:14 Ian Bryson records a Tape ID. 

00:00:27 Ian Bryson outlines the structure of the interview for the benefit of the 
interviewees.  

00:01:19 David MacDougall speaks about his university studies in English literature and 
anthropology at Harvard and his work with the documentary film company United 
States Productions. 

00:02:15 David MacDougall speaks about his involvement in a range of films for United 
States Productions including a guided tour of the Whitehouse presented by 
Jacqueline Kennedy, science films, demography and population films. 

00:02:56 David MacDougall speaks about his work in Malawi, Africa with the peace corps 
teaching English and his subsequent postgraduate studies at the University of 
California Los Angeles (UCLA) Film School where he met his future wife Judith. 

00:04:13 Judith MacDougall speaks about her university education in fine arts and her 
enrolment at the UCLA Film School where her focus initially was on 
cinematography. 

00:06:20 Judith MacDougall speaks about how UCLA Film School students at that time 
funded their studies by professional film work. 

00:07:03 Judith MacDougall speaks about her thesis film on Native Americans who had 
been relocated to Los Angeles as a part of an assimilationist policy of that time. 
Mention of the Los Angeles Indian centre where Judith worked and which became 
the focal point of her thesis film. 

00:08:13 Judith MacDougall speaks about how David MacDougall came on board as 
cinematographer for her thesis film. Judith also speaks about shooting David’s first 
student film. 
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00:09:17 Judith MacDougall speaks about the Ethnographic Film Program (funded by the 
Ford foundation) at UCLA. Mention of the head of the UCLA Film School Colin 
Young, his interest in ethnographic film, role as mentor to David and Judith and 
organisation of a highly influential ethnographic film conference in 1968. 

00:11:13 David MacDougall speaks about landmarks in the establishment of ethnographic 
film as a genre in its own right. Mention of an ethnographic film conference held 
in Paris in 1948 at the Musée de l'Homme and a UNESCO round table held in 
Sydney in 1965. 

00:12:41 David MacDougall speaks about a program set up between the Film School and 
the anthropology department at UCLA. Mention of the head of the anthropology 
department Walter Goldschmidt. David speaks about films made in Chile, Ireland 
and Uganda as a part of this program. 

00:13:38 David and Judith MacDougall explain that it was as a consequence of their 
involvement as crew on these films in Uganda that they stayed on and made their 
own films with the Geia people in Uganda. 

00:14:10 David MacDougall lists attendees at the UCLA ethnographic film spring 
conference in 1968 – Jean Rouch, Asen Balikci (reference made to his Netsilik film 
series), Basil Wright, Merian C. Cooper (reference made to her 1925 film Grass: A 
Nation’s Battle for Life), Jorge Prelorán, Timothy Asch and John Marshall. 

00:14:59 David and Judith MacDougall provide further background to their filmmaking in 
Uganda. Discussion about a collaboration between Richard Hawkins from UCLA 
and the British anthropologist Suzette Heald (student of Jean de La Fontaine) on 
Imbalu: Ritual of Manhood of the Gisu of Uganda (1968/89) a film documenting 
initiation among the Gisu of Mount Elgon in Uganda. Mention of Jack Reid the 
sound recordist attached to the project. 

00:17:46 David MacDougall speaks about the need to make instinctive “on the spot” 
decisions during the making of Imbalu. 

00:18:31 David and Judith MacDougall explain that the film was only completed 20 years 
later in 1989 and the final edit (existing only in video format) was produced from a 
badly scratched work print. 

00:20:38 David and Judith MacDougall speak about staying on in Uganda to make David’s 
thesis film. The conversation focuses on how the MacDougall’s were able to 
finance the film, including cashing in plane tickets and securing in kind support 
from Makerere University in Kampala – mention of the anthropologist Peter 
Rigby as a key contact there. 

00:22:03 David and Judith MacDougall speak about spending 5-6 months in the Karamoja 
district in Uganda and shooting three films in that time – Nawi (1968/1970), To 
Live With Herds (1968/1972) and Under the Men’s Tree (1968/1974). Colin Young 
from UCLA secured $1000 dollars in funding which the MacDougalls used to 
purchase ten thousand feet of black and white film stock. 

00:25:33 David MacDougall reflects on the post production of these films back in 
California. 

00:25:50 Judith MacDougall explains that it was always the intention to subtitle the Uganda 
films so as to conform to the observational documentary style being forged at that 
time by filmmakers such as Richard Leacock and D. A. Pennebaker. Mention also 
of the Canadian film board and their influence on the emergence of this style. 

00:27:14 Judith MacDougall speaks about the racism inherent in subtitling practices i.e. non 
English speaking Black people weren’t afforded subtitles in the way that White 
non English speaking Europeans were. 

00:28:08 Judith MacDougall speaks about having a child back in California. At this time 
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(1969) David MacDougall took a teaching job at Rice University in Houston. 

00:29:02 David MacDougall explains that introduction of portable synchronous sound 
equipment contributed to the great sense of excitement around documentary 
filmmaking at the time. Mention of Eclair cameras and Nagra sound recorders. 

00:29:58 David MacDougall speaks more broadly about the film scene of the time: 

 the influence of the New York ‘observationalists’ - Richard Leacock, D. A. 
Pennebaker and Robert Drew 

 Filmmakers associated with the Canadian film board such as Claude Jutra 
and Michel Brault. 

 Others, many of which emanated from Harvard University, including 
Haskell Wexler, Frederick Wiseman, John Marshall (mention of his 1957 
film The Hunters), Robert Gardner (mention of his 1963 film Dead Birds), 
and Jean Rouch (mention of his 1967 film Jaguar). 

00:31:44 David MacDougall speaks about how Jean Rouch’s film Chronicle of a Summer 
(1960) influenced the evolution of their filmmaking aesthetic. 

00:32:14 End of 042790 and end of Side A of field tape 13. 

042791 / Field tape 13 

 Continuation of an Ian Bryson interview with David MacDougall and Judith 
MacDougall at Canberra, 1995 

00:00:00 Archive announcement. 

00:00:14 David MacDougall reiterates that exposure to Jean Rouch’s film Chronicle of a 
Summer (1960) influenced the MacDougall’s to fuse an observational approach to 
documentary with other elements such as “elicitation” and “interaction” with 
subjects. 

00:00:41 David MacDougall speaks about other influences such as the use of titles – silent 
film and Basil Wright’s Song of Ceylon (1934) cited as sources of this influence. 

00:01:08 David MacDougall reflects on this period in their development as filmmakers. 
David sees it as a time of great introspection with regard to both considerations of 
style and ideology. Judith MacDougall expands on this point and draws a 
distinction between their approach (forged as it was in a unique academic 
environment) and that of many Australian documentary filmmakers of that time 
“who came out of television.” 

00:03:21 David and Judith MacDougall speak about the influence of the French New Wave 
and the Italian Post Neo Realists (mention of Michelangelo Antonioni, Ermanno 
Olmi, Federico Fellini, Roberto Rossellini, and Vittorio De Sica). Both David and 
Judith cite the influence of Jean-Luc Godard’s use of documentary devices in 
otherwise fictional films. Vivre sa vie (1962) and Masculin féminin (1966) singled out 
for special mention. 

00:04:27 Judith MacDougall discusses cross-hybridisation between documentary and 
fictional cinematic forms in the progressive cinema of the 1960s and 70s. 

00:05:15 Judith MacDougall compares this period to the present and laments the lack of 
formal innovation in contemporary filmmaking. 

00:06:12 David MacDougall recollects viewing imported films at Harvard University that 
inspired him to become a filmmaker.  

00:06:39 David MacDougall again references Jean-Luc Godard’s revolutionary use of titles 
to break up the narrative of his films into an episodic structure. 

00:07:21 Judith MacDougall explains that while the New Wave figures such as Jean-Luc 
Godard excited her intellect as a filmmaker, her heart was drawn to the Italian 
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Neorealists. 

00:07:50 David MacDougall lists other filmmakers who had a significant influence on him 
in his formative years - Robert Bresson, Chris Marker and Jean Renoir. 

00:08:09 David MacDougall explains that during the period he and Judith were at University 
of California Los Angeles (UCLA) there were people they came into contact with 
who still had a connection to the pre-war European film world including Joseph 
Von Sternberg and Harold Lloyd. 

00:08:51 David and Judith MacDougall discuss their exposure to Australian films during 
their student years at UCLA. Mention of Nicholas Roeg’s Walkabout (1971) and 
Ian Dunlop’s Desert People (1968). David MacDougall recalls Ian Dunlop attending 
the spring ethnographic film conference at UCLA. 

00:09:32 Ian Bryson asks David and Judith MacDougall if they had an opportunity to see 
any of Roger Sandall’s films at this time. 

00:09:51 David MacDougall speaks about the New Media Centre attached to Rice 
University and the connection between teaching staff there and the film school at 
UCLA. Mention of James Blue, David Hancock, Mark McCarty, Colin Young and 
Roberto Rossellini. 

00:11:31 David MacDougall speaks about the financial backing for the New Media Centre 
at Rice University, the teaching arrangements and how Roger Sandall was recruited 
by Colin Young to take up a teaching position in 1972. David notes the symmetry 
of this considering that he later took Roger Sandall’s position in the film unit of 
the Institute. 

00:13:22 Judith MacDougall tries to recall screenings of Roger Sandall films at Rice 
University in 1972. Judith speaks about her activities in 72’ including child-rearing 
and stills photography.  

00:14:37 David MacDougall speaks about his involvement in running the Cinematheque at 
the New Media Centre at Rice University where two films were screened each 
night for students and the general public. 

00:15:36 Judith MacDougall speaks about screening films at home for graduate students and 
other invited guests. 

00:16:02 David and Judith MacDougall reminisce about their son as a new born in the 
projection room of the cinematheque. 

00:16:38 David MacDougall remembers esteemed guests visiting the New Media Centre 
including Richard Leacock, Roberto Rossellini and Jean-Luc Godard. Mention of 
Jerry O’Grady. 

00:17:35 David MacDougall reflects on the period from 1970 to 1975 at Rice University 
detailing absences, filming in Turkana with Judith for 12 months in 1973/74 and 6 
months in Kenya with James Blue filming Kenya Boran (1972-74). David and Judith 
speak about editing Kenya Boran at the National Film School in England. The 
discussion touches on Ian Dunlop and Marek Jablonko and their time at the 
National Film School studying cinematography. Mention of Roger Sandall passing 
through the film school.  

00:19:05 David MacDougall speaks about the Faces of Change documentary series of which 
Kenya Boran was the first in the series. Discussion also of the contribution of David 
Hancock and Herbert Di Gioia who made a series of films in Afghanistan. 

00:19:47 Judith MacDougall recalls a difficult time at Rice University in David’s absence 
when Roger Sandall and Mark McCarty were teaching the film studies course. 
Judith explains how Mark’s capacity to teach was greatly diminished in the wake of 
his wife being diagnosed with breast cancer and dying 3 months later. Judith goes 
on to reflect upon how this affected Roger Sandall who at that time was 
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inexperienced in teaching.  

00:23:30 David MacDougall suggests a coffee break. 

00:23:37 Tape cuts back in on David and Judith MacDougall speaking about the Turkana 
project and how it came to be. 

00:24:45 David MacDougall explains that they had originally planned to make a series of 
interconnected short films of a Ugandan wedding ceremony but Idi Amin’s rise to 
power forced them to re-evaluate and shift the project across the border to 
Turkana in Northern Kenya. David speaks about the similarities between the Geia 
of Uganda and the indigenous peoples of Turkana. 

00:25:48 David MacDougall speaks about his and Judith’s proficiency in the language 
shared by the Geia and indigenous Turkanas. 

00:26:22 David and Judith MacDougall speak about an East African airways plane crash at 
Addis airport. 

00:28:06 David MacDougall speaks about receiving an invitation from Peter Ucko (the 
Principal of the Australian Institute of Aboriginal and Torres Strait Islander 
Studies) to apply for a position in the relaunched film unit. There were two 
positions available and David MacDougall replied that he and Judith were 
interested in applying as a team.  

00:29:08 David MacDougall speaks about how a burnt out camera motor on location in 
Turkana presented him with an opportunity to come to Australia and attend an 
interview with Peter Ucko to discuss the positions on offer in the Film Unit. 
Mention of Roger Sandall’s involvement in the repair of the camera. 

00:31:19 David MacDougall recounts oversleeping and being over 2 hours late for the 
interview with Peter Ucko and a panel that included Nicolas Peterson, Ian Dunlop 
and Antony Forge. 

00:32:09 End of 042791 and end of Side B of field tape 13. 

 
RETURN TO ITEM LIST 
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042792 and 042793 / Field tape 14 

Performer/speaker(s): David MacDougall, Judith MacDougall 

Personal subject(s): Peter Ucko, Roger Sandall, Kim McKenzie, Curtis Levy, Michael Leigh, 
Elizabeth Stutchbury, Charles Pearcy Mountford, Theodor George Henry 
Strehlow, Geoffrey Mangatopi, Maria Brandl, Thomas Woody, John Von 
Sturmer, Athol Chase, Bruce Rigsby, Peter Sutton, Geraldine Kawanka, Ian 
Viner, Malcolm Fraser 

Subject keywords: Film - Film making, Archives and archiving – Film, Film – Ethnographic, 
Death - Mortuary / funeral ceremonies, Sound Recording, Mining industry – 
Uranium, Anthropology, Government policy - State and territory – 
Queensland, Politics and Government - Political action - Activism 

Language/people:  

Places: Sydney (NSW SI56-05), Rice, Turkana, Australia, Africa, Arnhem Land (NT), 
Western Desert (WA SF51, SF52, SG51, SG52), Yermalner / Melville Island 
(NT SC52-16), Darwin map area (NT Top End SD52-04), Darwin (NT Top 
End SD52-04), Northern Territory (NT), Aurukun (Qld NW Cape York 
SD54-07), Queensland North West Cape York (Qld SD54), Queensland (Qld), 
Torres Strait Islands (Qld TSI SC54, SC55-05), Aurukun map area (Qld NW 
Cape York SD54-07), Cape Keerweer (Qld NW Cape York SD54-07), 
Canberra (ACT SI55-16) 

Recording quality: Fair to good 

042792 / Field tape 14 

Timing 
point 

Description 

 Continuation of an Ian Bryson interview with David MacDougall and Judith 
MacDougall at Canberra, 1995 

00:00:00 Archive announcement. 

00:00:14 Ian Bryson records a tape ID. 

00:00:23 David MacDougall expands on the interview and how he proposed a very different 
program for the Film Unit from the one that Peter Ucko outlined. 

00:01:08 David MacDougall speaks about his return travel to Africa via Sydney (mention of 
Roger Sandall) and the difficulties encountered with flights. 

00:02:10 David MacDougall explains how he was offered the job by the Institute and 
appointed his wife Judith for the second position and Kim McKenzie in an 
additional role. 

00:02:52 David MacDougall explains how the Institute agreed to a 12 month delay prior to 
he and Judith joining the Film Unit. David explains that he had commitments to 
complete his teaching contract at Rice University and also he and Judith took this 
time to complete the Turkana films. The original concept of creating a collection 
of short films was modified and instead three feature length films were produced 
instead. 

00:03:38 David MacDougall explains that the Institute made several films with Curtis Levy 
in the 12 months before he and Judith took up their positions at the Institute.  

00:03:55 David and Judith MacDougall speak about how they came to recruit Kim 
McKenzie – how he was outstanding among the field of applicants. 
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00:05:45 David MacDougall speaks about the other candidates who were interviewed for 
the position Kim Mackenzie took up.  

00:06:15 David MacDougall speaks about how the working relationship between he, Judith 
and Kim McKenzie panned out and how it was in some way contrary to what was 
originally envisaged. David points out that Kim’s all round talents as a filmmaker 
and cinematographer meant that the unit operated more as three independent 
filmmakers rather than three people with specific complimentary skills (i.e. a 
cinematographer, a sound recordist and an editor).  

00:07:26 Judith MacDougall recalls that right from the start of their tenure at the Institute, 
she and David were acutely aware of the need to engage with indigenous 
filmmakers wherever possible. 

00:08:16 David and Judith MacDougall speak about the establishment of a film archive at 
the Institute. David recalls writing a report with a set of recommendations that 
stressed the need for preservation and maintaining a specialist collection. David 
identifies the importance of out-takes and secret material as two factors that 
require ethnographic film to be treated quite differently in an archival context. 
Mention of Michael Leigh in connection to the film archive. 

00:10:43 Judith MacDougall speaks about cataloguing the Film Unit’s holdings. 

00:11:26 David and Judith MacDougall speak about the restrictions on film material and 
how this pertained to the tertiary education sector. 

00:12:53 David and Judith MacDougall speak about how they came to appoint Michael 
Leigh as film archivist in the unit. Mention of Michael’s wife Elizabeth Stutchbury 
and her work at the Research School of Pacific studies at the Australian National 
University. 

00:14:58 David MacDougall recalls (and this is corroborated by Ian Bryson) that Michael 
Leigh had previously worked with Ian Dunlop at Film Australia. 

00:16:00 David and Judith MacDougall speak about the desire from very early on in their 
tenure at AIAS to separate the production and archival functions of the Film Unit 
so as to be able to fulfil both functions to a professional level. David speaks about 
relocating Roger Sandall’s vast collection of film materials from a warehouse in 
Sydney to the film vault at the Institute. 

00:17:32 Judith MacDougall speaks about establishing an “in house” library in the Film Unit 
that scholars and Aboriginal people could access, to view films and film-related 
materials. 

00:19:06 Judith MacDougall speaks about a collection building idea to screen films for 
visiting scholars and Aboriginal people such as Council and Committee members 
and record their responses. These recordings would serve as annotations in the 
form of multiple sound tracks and in this way layers could be added over time to 
build up the Film Unit’s archival holdings. 

00:22:20 David MacDougall speaks about the Film Unit’s priority to collect and preserve 
ethnographic material from all over Australia and overseas. Mention of the films of 
Charles Pearcy Mountford and Theodor George Henry Strehlow as a case in point. 

00:23:59 David MacDougall explains that during his tenure at the Film Unit there was a 
shift in emphasis away from the ‘salvage’ anthropology that had characterised 
much of Roger Sandall’s tenure toward documenting Aboriginal people in 
contemporary situations. 

00:24:42 David MacDougall speaks about how from the start of their tenure at the Institute, 
he and Judith wanted to apply the methodology they had developed in Africa, i.e. 
that of long-term engagement with documentary subjects – often involving taking 
up residency in a community for up to a year. 
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00:25:19 David MacDougall speaks about how he set out to try and achieve a “geographical 
balance” such that Aboriginal communities from all over Australia were 
represented in the work of the Film Unit – not just Arnhem Land or Central 
Australia or the Western Desert. 

00:26:11 Judith MacDougall speaks about the desire she had at the time to build long term 
relationships with communities and the preference of Aboriginal people for this 
type of engagement. Judith expresses regret that this was not possible at the time. 

00:28:16 David MacDougall speaks about other models that may have worked well, 
including what he describes as a “parallel longitudinal” approach, involving 
frequent return to a number of communities to gather material for a number of 
films over time. David qualifies this, stating that their approach to filmmaking had 
always involved a singular focus - immersion in one place, preferably uninterrupted 
for a period of time. 

00:29:31 Judith MacDougall reflecting on her time with the Film Unit suggests that more 
could have been done with short term community access producing short films 
(shot on video) for use in schools. 

00:30:48 David MacDougall explains circumstances surrounding their first film for the 
Institute Goodbye Old Man (1977). The film features a Pukamani ceremony shot on 
Melville Island. Extensive field work or immersion in the context wasn’t possible 
as the Principal of the Institute Peter Ucko had made a commitment to Geoffrey 
Mangatopi to make the film and there was little time for preparation. 

00:31:33 End of 042792 and end of Side A of field tape 14. 

042793 / Field tape 14 

 Continuation of an Ian Bryson interview with David MacDougall and Judith 
MacDougall at Canberra, 1995 

00:00:00 Archive announcement. 

00:00:14 David and Judith MacDougall speak about the background to Goodbye Old Man 
(1977). David explains that Curtis Levy had made Mourning for Mangatopi (1974) on 
behalf of the Institute in 1974.This film had focused on a Pukamani ceremony for 
the son of Geoffrey Mangatopi who had been murdered by his wife. Peter Ucko 
had made a commitment to Geoffrey Mangatopi to return to Melville to make a 
second film of his own Pukamani ceremony. 

00:01:23 David and Judith MacDougall speak about equipping the Film Unit with new 
camera equipment. Detailed discussion about the mechanics of the Eclair camera. 
Judith speaks about meeting Curtis Levy whilst testing the camera. 

00:04:15 David MacDougall speaks about Curtis Levy and Maria Brandl’s involvement in 
the making of Goodbye Old Man (1977). Mention of Brian Butler (technical officer 
at the Institute) who acted as sound recordist for the film. 

00:06:04 David MacDougall speaks about the process of editing Goodbye Old Man (1977) and 
Thomas Woody who on Maria Brandl’s recommendation was brought in to assist 
in the editing and provide commentary and translation. 

00:07:10 David and Judith MacDougall speak about their next project for the Institute, To 
Get That Country (1977/78) - a film documenting the establishment of the Northern 
Land Council and the Ranger Uranium Enquiry held at Bachelor near Darwin in 
the Northern Territory. Discussion about how the filmmakers were denied internal 
access to the enquiry. 

00:08:57 Judith MacDougall speaks about how To Get That Country was important for Kim 
McKenzie who was the sound recordist and assistant editor on the film. Kim 
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established contacts in the territory that were critical for film projects that he 
would undertake later, independent of the MacDougalls. 

00:09:43 David and Judith MacDougall speak about the background to a number of films 
shot in and around Aurukun in the Western Cape York Peninsula. Judith explains 
her perception at the time that Queensland had been under represented in the 
work of the Film Unit up to that time.  

00:10:21 David and Judith MacDougall speak about the anthropological scene in 
Queensland – mention of John Von Sturmer, Athol Chase, Bruce Rigsby and Peter 
Sutton. 

00:11:08 David MacDougall explains that he and Judith travelled widely in Queensland and 
the Torres Strait and, of the communities they visited, the people of Aurukun were 
the most receptive to the idea of being filmed. 

00:12:03 Judith MacDougall explains the language and clan group structure of Aurukun and 
how this presented difficulties in somehow devising film ideas that were 
linguistically and culturally inclusive. 

00:13:10 David MacDougall and Judith MacDougall speak about how on their first trip to 
Aurukun house opening ceremonies and the outstation movement were two 
suggestions that local communities put forward as subjects for film projects. 

00:15:16 Judith MacDougall explains that the outstation movement was at a fledgling stage. 
Outstations that had been properly funded were proving to be successful. Judith 
felt the people of Aurukun believed a film on the subject could help raise 
awareness and potentially free up funding to establish the outstation movement 
more broadly.  

00:15:53 David MacDougall speaks about the political will of the Aurukun people that 
underpinned the outstation movement i.e. to see the mission structure of the town 
dissolved and for people to return to their traditional lands. 

00:16:56 David MacDougall speaks about the first of the Aurukun films Familiar Places 
(1977/80). David explains the circumstances that were imperative to the film being 
made at that time i.e. capturing on film the anthropologist/linguist Peter Sutton’s 
mapping of the Aayk(a) (spelled Ika by the missionaries) region near Cape 
Keerweer before arrival of the wet season which would bring activities to a halt.  

00:17:55 Judith MacDougall explains that Familiar Places (1977/80) wasn’t only about Peter 
Sutton’s mapping project it was also about the Namponen family. 

00:19:14 David MacDougall speaks about with the onset of the wet season he and Judith 
moved straight on from the Familiar Places shoot to make The House-Opening (1980) 
also shot in Aurukun. 

00:21:05 Judith MacDougall discusses the central character of The House-Opening (1980) 
Geraldine Kawanka and her influence in the community. 

00:21:38 Judith MacDougall speaks about how the success of the House-Opening (1980) was 
dependent on Geraldine Kawanka and the personal dimension that she brings to 
the film. 

00:22:10 Judith MacDougall explains that Geraldine Kawanka and her immediate family 
were so involved in preparing and conducting the ceremony, that once filming 
started they (David and Judith) were more or less on their own. 

00:22:39 Judith MacDougall explains that as the host of the ceremony Geraldine Kawanka 
was bound by a vow of silence. 

00:23:09 David and Judith MacDougall speak about their intention at one point to make a 
film about the history of Aurukun. 

00:24:05 David and Judith MacDougall speak about organising an international 
ethnographic film conference during their time at Aurukun. The conference would 
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be held later in May 1978.  

00:24:28 David MacDougall speaks about the background to the film Takeover (1979) which 
was also made during this extended secondment in Aurukun. The film captures 
events surrounding the Queensland state government’s take-over of the Aurukun 
mission. David explains that by this time the mission, with the backing of the 
Uniting Church, was politically progressive and actively championing the rights of 
the people of Aurukun to self-determination. This was the catalyst for the state 
government takeover. 

00:26:02 David MacDougall explains that Take Over (1979) was an important film in 
galvanising their relationship with the people of Aurukun. David also points out 
that the film had and continues to have enormous evidentiary value. The people of 
Aurukun were aware of this at the time as they prepared to fight this incursion 
from the Queensland State Government Department of Aboriginal and Islander 
Affairs. 

00:28:11 David and Judith MacDougall speak about returning to Canberra in May (1978) 
for the Ethnographic film conference they were hosting on behalf of the Institute.  

00:28:23 David and Judith MacDougall speak about their involvement, along with Peter 
Ucko (Principal of the Institute) in political events that ultimately caused 
embarrassment for Ian Viner – the Federal Minister for Aboriginal Affairs in the 
Government of Malcolm Fraser. 

00:29:27 David and Judith MacDougall speak about returning to Aurukun to make Three 
Horseman (1982). David explains that he and Judith took a tent and lived at Ti-Tree 
outstation for an extended period in order to make the film. 

00:30:10 Judith MacDougall explains that they had originally intended to make the film at a 
bigger outstation in Aurukun but after a long period of waiting in vain for approval 
they decided to make the film at Ti-tree outstation instead. 

00:31:22 End of 042793 and end of Side B of field tape 14. 

 
RETURN TO ITEM LIST 
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042794 / Field tape 15 

Performer/speaker(s): David MacDougall, Judith MacDougall 

Personal subject(s): Peter Ucko, Miss S. Waters, Kim McKenzie, Roger Sandall 

Subject keywords: Film - Film making, Archives and archiving – Film, Film – Ethnographic, 
Death - Mortuary / funeral ceremonies, Sound Recording, Mining industry – 
Uranium, Anthropology, Government policy - State and territory – 
Queensland, Politics and Government - Political action - Activism 

Language/people: Aboriginal 

Places: Sydney (NSW SI56-05), Maningrida (Central Arnhem Land SD53-02), Ireland, 
England 

Recording quality: Fair to good 

042794 / Field tape 15 

Timing 
point 

Description 

 Continuation of an Ian Bryson interview with David MacDougall and Judith 
MacDougall at Canberra, 1995 

00:00:00 Archive announcement. 

00:00:14 David MacDougall speaks about Peter Ucko’s efforts to foster greater involvement 
of Aboriginal people in the Institute by creating advisory committees made up of 
Aboriginal people from all over Australia who would come to Sydney and report 
to Council. 

00:00:55 Judith MacDougall speaks about Peter Ucko’s extraordinary knowledge of the 
internal politics of Aboriginal and Torres Strait Islander Australia. Judith uses 
Maningrida as a hypothetical example of Ucko’s capacity in this regard.  

00:02:30 Judith MacDougall speaks further of Peter Ucko’s capacity to engage Aboriginal 
people, balance competing interests and his love of the Machiavellian aspects of 
politics. 

00:03:19 Judith MacDougall goes on to explain that at this time there was a genuine vitality 
in the advisory committees. They provided a forum for eminent Aboriginal leaders 
from all over Australia to meet, in many cases for the first time. 

00:03:50 David MacDougall discovers the original letter from Peter Ucko’s secretary (Miss 
S. Waters) inviting him to apply for the position in the Film Unit. He reads the 
contents of the letter for the benefit of Ian Bryson. 

00:05:14 David MacDougall digs deeper into his record of correspondence and discovers 
his letter of response to the invitation from Peter Ucko. David summarises the 
contents for Ian Bryson. 

00:05:48 David MacDougall continues to read from a series of letters/telegraph cables/ 
transmissions that he and Peter Ucko exchanged. The documents provide 
clarification around the process by which David and Judith MacDougall were 
recruited to the Institute.  

00:08:11       Judith MacDougall speaks about Peter Ucko’s support for the Takeover (1979) film 
project. Judith also alludes to Ucko’s agitation in relation to the ethnographic film 
conference. 

00:09:40 David MacDougall reads from a letter from Peter Ucko in which the quality of the 
print of Takeover is discussed at length. The Australian launch of The House-Opening 
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(1980) is also discussed with mention of the possibility of screening Familiar Places 
(1977/80) and Kim McKenzie’s Waiting for Harry (1980) as part of this launch. 

00:12:47 David and Judith MacDougall speak about the difficulties involved in getting a 
good print of Takeover (1979). Mention of companies in Sydney that provided film 
processing services at that time including Colour Transcriptions (later rebranded as 
Cinefilm), Atlab, Quality Films and Supreme Sound Studios. 

00:14:32 Further discussion about adverse dealings with film processing labs. Ian Bryson 
mentions similar difficulties that Roger Sandall faced during his tenure at the 
Institute. 

00:14:51 Judith MacDougall speaks about instructing the film labs to “expose for the skin 
tone” not the background to avoid prints in which Aboriginal people would be 
“blue / black silhouettes.” 

00:16:13 David MacDougall tells a “famous” story about a film lab technician who was 
given the task of grading footage shot in Ireland featuring telephone boxes and 
buses. In Ireland telephone boxes and buses are painted green. The technician was 
mistaken in thinking that the footage was from England and managed with great 
effort to grade it such that the telephone boxes and buses were the familiar 
English red in the final print. 

00:16:53 David MacDougall shows Ian Bryson a document from 1981 outlining their 
approach to filmmaking. 

00:17:22 Ian Bryson and the MacDougall’s discuss the process of obtaining access to 
Institute files. 

00:17:43 End of 042794 and end of Side A of field tape 15. 

 
 

RETURN TO ITEM LIST 
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042795 / Field tape 16 

Performer/speaker(s): Stephen Wild 

Personal subject(s): Roger Sandall, Bob Djungala, Lothar Jaagst, Gough Whitlam, Nicolas 
Peterson, Patrick McConvell 

Subject keywords: Sites - Sacred sites, Film - Film making, Ceremonies, Anthropology, Native 
title, Land rights, Language – Translation, Outstations / Homelands 
movement 

Language/people: Warlpiri, Gurindji, Aboriginal 

Places: Larwari, Walkara, United States (USA), Lajamanu / Hooker Creek (Central 
NT SE52-08, SE52-12), Tanami Desert (Central NT SE52, SE53, SF52, 
SF53), Winnecke Creek (Central NT Tanami Desert SE52-12, SE52-11), 
Yuendumu (South Central NT SF52-12), Daguragu / Kalkaringi / Wave Hill 
(Central NT SE52-08) 

Recording quality: Fair to good 

042795 / Field tape 16 

Timing 
point 

Description 

 Ian Bryson interview and discussion with Stephen Wild at Canberra 1995. 

00:00:13 Ian Bryson records a Tape ID explaining that this recording features discussions 
with Stephen Wild about Roger Sandall’s film Larwari and Walkara (1976) with time 
references and cue points. 

00:00:43 Stephen Wild pauses the film at 2 minutes 32 seconds to point out a distinction 
with regard to the ownership and management of sacred sites and the competing 
interests of the Warlpiri and Gurindji men. Wild explains that the filmmaker Roger 
Sandall was unaware of these dynamics at the time of filming. Wild also outlines 
the manager/owner relationship with regard to access and ownership of the sites 
featured in the film. The senior Gurindji man Tarpa was the manager of the sites 
and Larpa – the Warlpiri spokesman was the senior owner of the sites. 

00:01:33 Stephen Wild pauses the film at 8 minutes 50. Wild refers to the caption “On this 
occasion the men wore traditional dress,” and explains that Roger Sandall forced 
this upon the participants – many of whom were reluctant to be filmed naked. 

00:02:11 Stephen Wild explains that this episode in the film was staged – the movement of 
the participants was choreographed to some extent. 

00:02:36 Ian Bryson asks Stephen Wild how Roger Sandall forced the participants to 
remove their clothing for the ceremony. Wild explains that Sandall prevailed upon 
him (as the anthropological adviser), to convince the participants to agree and this 
placed him in an odious position.  

00:03:13 Stephen Wild speaks from experience about the difficulties that arise between a 
filmmaker and an anthropological adviser. 

00:03:56 Ian Bryson and Stephen Wild discuss the importance of the visit to Walkara in the 
context of the ritual. This leads to a broader discussion about how aesthetically 
driven ethnographic filmmaking can lead to a misreading of ritual practices.    

00:05:38 Stephen Wild asserts that the Walkara visit would have taken place independent of 
the film crew but their presence and influence meant that the visit was “slightly 
over-dramatised” and “ritualised.” 

00:06:58 Stephen Wild pauses the film at 85 minutes speaks about screenings of Larwari and 
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Walkara (1976) in the United States (where screenings have continued to take place 
in spite of the film being restricted in Australia and not publicly viewed here for 
many years). Wild recounts the response of viewers who felt this scene was 
“forced” that the participants “didn’t know what they were doing,” in a ritual 
sense. Wild ponders the extent to which the participant’s awareness of being 
filmed contributed to this. 

00:07:53 Stephen Wild pauses the film at “1001” (possibly a timecode reference?) to recount 
key background information to this scene and the form in which it came to be 
captured on film. Wild provides a detailed explanation of why the senior Warlpiri 
man Bob Djungala directed this part of the ceremony and why Tarpa, the Senior 
Gurindji man was absent. Wild explains that it was again as a consequence of the 
intervention of Roger Sandall who felt that Tarpa’s knowledge and performative 
skills for this part of the ritual were below the standard of the Warlpiri participants. 
Tarpa’s refusal to undress is also cited as an explanation for his exclusion.  

00:09:07 Stephen Wild offers an explanation for what appears to be a somewhat shambolic, 
unsynchronised character in the ritual performance featured in this part of the 
scene. Mention of Bob Djungala’s role in directing proceedings. 

00:10:30 Ian Bryson and Stephen Wild discuss the impact of Tarpa’s absence and whether 
this part of the ritual would have played out differently had he been present. Wild 
suspects things would have been more difficult as Tarpa would not have had the 
same authority with the Warlpiri participants as Bob Djungala wielded. 

00:11:45 Stephen Wild tries to decode the improvisatory aspect to the ritual, explaining that 
the performers were drawing upon traditional gestures and elements from Warlpiri 
ceremonies. 

00:12:32 Stephen Wild explains that most of the people featured in the film had only 
performed in ceremonies at Lajamanu (or Hooker Creek as it was known at the 
time). Performing at remote sacred sites was an unfamiliar experience for them. 

00:13:21 Stephen Wild pauses the film at “1193” (possibly a timecode reference?) to explain 
the sudden switch from day to night. Roger Sandall stopped the ceremony at a 
certain point and the performers had to wait for an hour or so until the darkness 
took hold and Sandall could change film stock and properly light the scene. 

00:14:27 Stephen Wild pauses the film at “1479” (possibly a timecode reference?) to explain 
Roger Sandall’s staging of the scene in which the men get into the trucks for the 
return trip to Lajamanu. 

00:15:08 Ian Bryson sets the framework for the post screening discussion laying out three 
main discussion points: 

 The construction of the film 

 Stephen Wild’s role as anthropological advisor 

 The use of the film in Native Title claims. 

00:15:53 Stephen Wild speaks about how the experience of making Larwari and Walkara 
(1976) damaged his relationship with the Warlpiri people – mention of his PHD 
thesis. 

00:16:26 Stephen Wild explains how his role in the making Larwari and Walkara (1976) was 
in direct contradiction to the relationship he’d built up over time with the Warlpiri 
people. 

00:17:07 Stephen Wild ponders whether his experience on Larwari and Walkara, i.e. being 
forced into facilitating a manipulation of events, is a common experience for 
anthropological advisors working in ethnographic film. 

00:17:24 Stephen Wild speaks about his role in setting the film up and explains that the 
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original intention had been to visit Kurlpurlunu – a rain dreaming site in the 
Tanami Desert. Wild later found out that the late switch to Larwari and Walkara 
was for political reasons. These sites were located in territory contested by the 
Warlpiri and Gurindji clans and they saw the film as a useful tool for use in a 
Native Title claim. 

00:18:51 Discussion about the linguist Lothar Jaagst’s role in the making of Larwari and 
Walkara (1976). Stephen Wild explains that he was involved later, principally as a 
translator and subtitler for the film. 

00:19:14 Stephen Wild and Ian Bryson discuss the land claim and the political context. Wild 
explains that whilst Larwari and Walkara (1976) was shot in 1972, land rights was 
already on the political agenda and the Warlpiri saw the evidentiary potential of the 
film for a land claim. Mention of Winnecke Creek, the election of Gough 
Whitlam’s labour government in 1972 and the Woodward Commission. 

00:21:25 Stephen Wild explains that the Warlpiri were adamant that Tarpa - the senior 
Gurindji man be involved. 

00:22:28 Stephen Wild suggests that the conflict between the Warlpiri and Gurindji is 
misrepresented and amplified in Larwari and Walkara (1976). Wild explains that 
Roger Sandall only began to focus on this theme once the film rushes had been 
translated. Prior to this he was largely unaware of any conflict or disharmony 
between the Warlpiri and Gurindji. 

00:23:25 Ian Bryson reflects on how translation and subtitling of Roger Sandall’s early 
Warlpiri films (which don’t contain this element) would have a transformative 
effect. 

00:24:23 Stephen Wild asserts that Roger Sandall’s original intention was to make a 
ceremonial film much in the style of his earlier films, but it was only the translation 
of dialogue that opened up the opportunity to shape the film into something much 
more political. 

00:25:04 Stephen Wild and Ian Bryson speculate about the ‘admissibility’ of Larwari and 
Walkara (1976) in relation to the Cox River (Alawa) land claim. 

00:26:00 Stephen Wild speaks about the strategies that were employed to exclude the senior 
Gurindji man Tarpa from the visit to Walkara. 

00:27:13 Stephen Wild reflects on key events that were omitted from the film such as 
Tarpa’s exclusion from the visit to Walkara and the different reasons for this – 
political in the case of the Warlpiri and aesthetic in the case of Roger Sandall. 

00:29:01 Stephen Wild reflects on the joint land claim of the Warlpiri and Gurindji clans 
and speaks about his involvement in the claim and others including Nicolas 
Peterson and Patrick McConvell. Mention of meetings organised in Yuendumu, 
Lajamanu and Wave Hill. 

00:29:52 Stephen Wild asserts that Larwari and Walkara (1976) was influential in establishing 
the Warlpiri’s claim to the area and in this sense the film served their political 
purposes. 

00:30:17 Ian Bryson reflects on the rich history of Warlpiri representation on film in 
contrast to the Gurindji and the press coverage they received in the wake of the 
strike at Wave Hill cattle station in 1966. 

00:31:28 Stephen Wild speaks about preparations for the film and the difficulty of locating 
the site at Walkara. 

00:32:03 Stephen Wild asserts that Larwari and Walkara (1976) was influential in opening up 
the outstation movement in the Winnecke Creek area. 

00:39:39 Ian Bryson records an ID “ending interview.” 

00:39:53 End of 042795 and end of Side A of field tape 16. 



Page 70 of 103 
 

 
 

RETURN TO ITEM LIST 



Page 71 of 103 
 

042796 and 042797 / Field tape 17 

Performer/speaker(s): David MacDougall, Judith MacDougall 

Personal subject(s): William Geddes, John Von Sturmer, Curtis Levy, Robert Layton, Kim 
McKenzie, Michelle Day, Alessandro Cavadini, Caroline Strachan, Martha 
Ansara, Keith Adam, Chris Curling, Colin Llewelyn-Davis, Melissa Llewelyn-
Davis, Deborah Kingsland, Edward Steichen, Bobby Sykes, Marcia Langton, 
Jean Rouch, Martha Ansara, Pat Fiske, Gillian Coote, Gillian Leahy, Chris 
Curling, Jay Ruby, Melissa Llewelyn-Davis, Andrew Pike, Geoffrey Bardon, 
Howard Hughes, Phillip Robertson, Sunny Bancroft, Shane Gordon 

Subject keywords: Film – Ethnographic, Government policy - State and territory – Queensland, 
Political action – Activism, Film - Film making, Media - Broadcast media – 
Television, Photography – Ethnographic, Anthropology, Indigenous peoples – 
Pacific, Gender relations – Feminism, Politics and Government - National 
symbols and events - Bicentennial, 1988, Mining industry - Asbestos 

Language/people: Aboriginal 

Places: Sydney (NSW SI56-05), Los Angeles, Africa, The Solomon Islands, New 
Zealand (NZ), Papua New Guinea (PNG), Australia, Paddington 
(NSW44595), Vietnam, Aurukun (Qld NW Cape York SD54-07), New South 
Wales (NSW), Lismore (NSW N Coast SH56-03), Ballina (NSW N Coast 
SH56-03), Canberra (ACT SI55-16), Baryulgil (NSW N Coast SH56-06), Box 
Hill, Woodenbong (NSW N Coast SH56-02), Casino (NSW N Coast SH56-
03), Cape York Peninsula (Qld SC54, SD54, SD55) 

Recording quality: Fair to good 

042796 / Field tape 17 

Timing 
point 

Description 

 Continuation of an Ian Bryson interview with David MacDougall and Judith 
MacDougall at Canberra, 1995. 

00:00:00 Archive announcement. 

00:00:14 Ian Bryson records a tape ID. 

00:01:59 David MacDougall speaks about the ethnographic film conference hosted by the 
Institute in 1978. Mention of the UNESCO round table held in Sydney in 1966. 
David speaks about the impact of the University of California Los Angeles 
(UCLA) conference in 1968. 

00:05:16 David MacDougall speaks about a one day ethnographic film symposium held at 
the Institute in 1976. Attendees mentioned include William Geddes, John Von 
Sturmer, Curtis Levy and Robert Layton. 

00:06:02 David and Judith MacDougall speak about planning and organising the 78 
conference remotely from Aurukun where they were based at the time filming. 
Mention of Kim McKenzie and Michelle Day’s involvement in the planning. 

00:07:21 David and Judith MacDougall explain that their stay in Aurukun was extended due 
to the attempt by the Queensland State Government to take over the mission. The 
MacDougall’s stayed on to film these events – see the discussion of Takeover (1979) 
in Bryson_I01-042794. 
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00:08:14 David MacDougall speaks about contacting Australian documentary filmmakers as 
a way of sourcing films for presentation at the conference - mention of Alessandro 
Cavadini, Caroline Strachan and Martha Ansara.  

00:09:22 David reflects on the difficulty of sourcing material through the Australian 
television networks – mention of filmmaker Keith Adam who had made travel 
programs for the ABC and a commercial network series shot in Africa. 

00:11:27 David MacDougall points to a disjunction between the work being produced for 
television and the work of independent filmmakers. Judith MacDougall refers to 
the Granada Disappearing World series as a comparatively rare example fusing good 
ethnography and good television. 

00:12:41 Judith MacDougall speaks about the motivation behind inviting international 
filmmakers including Chris Curling, and Colin and Melissa Llewelyn-Davis. The 
MacDougall’s hoped that exposure to high calibre work would encourage the 
Australian television networks to lift their game. 

00:13:50 Judith MacDougall speaks about how she and David, from early on in their tenure 
at the Institute, were extremely critical of the Australian television representation 
of Aboriginal people which was entirely “problem based.” 

00:15:32 Judith MacDougall discusses the lack of subtitling in Australian ethnographic film 
and television compared to the British films that were being made in Africa at the 
time. 

00:16:02 David MacDougall speaks about Film Australia productions during this period – 
mention of Deborah Kingsland and her film Rana (date uncertain). David goes on 
to discuss the Film Australia The Human Face of … series and traces its slickness 
and sentimentality back to the iconic Edward Steichen’s photographic series The 
Family of Man. 

00:17:53 David MacDougall peruses the conference program and realises with hindsight 
that one of the purposes of the conference was to trace the sources of 
ethnographic film. Films featured were produced by and on behalf of television 
broadcasters, government institutions, independent filmmakers and for 
anthropological teaching and research purposes.  

00:18:45 David MacDougall speaks about the last day of the conference titled 
“Democratisation of the Visual Media” which focused on the work of indigenous 
filmmakers. David explains that there was ill feeling that this element of the 
conference was consigned to the last day.   

00:20:17 Judith MacDougall reflects on the controversy of the last day and suggests that the 
Aboriginal people present may have had limited interest in and may have even 
been alienated by the international dimension of the conference. 

00:21:25 David MacDougall discusses the involvement of Bobby Sykes and Marcia Langton 
in the showcase of indigenous filmmakers and films focusing on The Solomon 
Islands, New Zealand and Papua New Guinea. 

00:22:44 Judith MacDougall speaks about the relative lack of Aboriginal filmmakers active 
at that time and explains that many who attended the conference were activists 
with an interest in media. 

00:24:20 David MacDougall speaks about the extensive discussions at the conference 
around how style and the way a documentary is made represent a statement about 
the subject. Mention of Jean Rouch’s film Jaguar (1967) in the context of this 
discussion. 

00:26:44 Judith MacDougall speaks about the representation of feminist filmmakers at the 
conference. Those mentioned include Martha Ansara, Pat Fiske, Gillian Coote, 
Gillian Leahy. 
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00:28:18 David MacDougall speaks about some of the overseas guests who attended 
including Chris Curling, Jay Ruby, Melissa Llewelyn-Davis. 

00:29:28 Judith MacDougall reflects upon positive feedback she received about the 
conference in the years that followed. 

00:30:20 End of 042796 and end of Side A of field tape 17. 

042797 / Field tape 17 

 Continuation of Ian Bryson interviewing David MacDougall and Judith 
MacDougall at Canberra, 1995. 

00:00:00 Archive announcement. 

00:00:14 Continuation of the discussion about the feedback from the conference. Particular 
mention of Andrew Pike and Gillian Leahy as attendees who later reflected 
positively on their experience of the conference. 

00:01:04 Further discussion about the broader impact of the conference. David MacDougall 
reflects upon the extent to which indigenous affairs was highly politicised in 
Australia in the late 1970s. He explains how this was largely at odds with the 
intention of the conference and the politically volatile mix of attendees prevented a 
continuation of the kind of open discussion that had characterised the University 
of California Los Angeles (UCLA) conference in 1968. 

00:03:27 David MacDougall reiterates his earlier point that many people present were only 
interested in film as a political tool, not in the purer sense of an expressive 
medium. 

00:03:56 Judith MacDougall speaks about the tendency for Australian documentaries to be 
“topic driven.” 

00:04:43 David MacDougall speaks about the screening of Takeover (1979) at Paddington 
town hall in Sydney and a post screening discussion chaired by Martha Ansara. 

00:06:38 Discussion about the political aspect of Martha Ansara’s films. 

00:07:10 Judith MacDougall reflects on the plethora of films about Aboriginal dispossession 
and how this has been counterproductive to the cause of improving the lives of 
Aboriginal people. Judith compares this to the film culture surrounding the 
Vietnam War and how it too resulted in people “turning off” and disengaging 
from the subject. David MacDougall speaks about the issue of mistrust that tends 
to undermine the political purpose of this type of film making. Judith MacDougall 
considers these issues in relation to Takeover (1979). 

00:10:15 David MacDougall explains that the focus on Aboriginal subjects at the 
conference was restricted to two days – mention of films by Curtis Levy, Geoffrey 
Bardon, Deborah Kingsland, Alessandro Cavadini (Protected - 1975), Howard 
Hughes (The Boomerang – 1976), Phillip Robertson (Belonging - 1977). The rest of the 
conference was given over to international ethnographic filmmaking and 
theoretical presentations and discussions. 

00:12:36 David MacDougall lists some of the filmmakers featured in the international 
program of the conference – mention of Jean Rouch, Timothy Asch. 

00:13:14 David and Judith MacDougall discuss their activities after the conclusion of the 
conference. They collaborated on the edit of Takeover (1979) and then split, with 
Judith working on The House-Opening (1980) and David cutting Familiar Places 
(1977/80). 

00:14:04 David and Judith MacDougall speak about returning to Aurukun to make Three 
Horseman (1982). 

00:17:54 Ian Bryson refers to a pitch made around this time to television networks for a ten 
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part series. David MacDougall explains that this occurred later in the lead up to the 
bicentennial. 

00:18:19 David and Judith MacDougall speak about the films made in New South Wales 
which focused on Aboriginal communities in country towns where there was a 
long history of coexistence and close interaction with white settlers. 

00:19:39 Judith MacDougall speaks about a reconnaissance trip through NSW which 
included visits to Lismore and Ballina. Judith speaks about the Aboriginal women 
she met on this trip who were active at a community level in health and education 
programs. 

00:22:01 David MacDougall reflects again on the victim syndrome that had been fostered 
by decades of negative coverage of Aboriginal communities in television 
journalism. There follows a discussion of how the MacDougall’s Transfer of Power 
(1986) is in stark contrast to this portrayal of Aboriginal people.  

00:23:24 David MacDougall discerns the “transmission of culture” as a common thread 
running through all the “New South Wales” films. David singles out Collum Calling 
Canberra (1981) as the exception to this - he sees it more in the mould of Takeover 
(1979). Mention of Sunny Bancroft and Shane Gordon who feature in Sunny and the 
Dark Horse (1987). 

00:25:50 Judith MacDougall explains that the film Stockman’s Strategy (1984) best reflected 
the wishes of the local community. Other films such as Collum Calling Canberra 
(1981) were made in reaction to events that took place whilst the MacDougall’s 
were based in Baryulgil. 

00:26:35 Judith MacDougall speaks about the Asbestos mine at Baryulgil and its long term 
impact on the Aboriginal community. 

00:27:38 David and Judith MacDougall speak about visiting communities on the north coast 
of New South Wales, including Box Hill, Woodenbong, Casino and Baryulgil. 
David compares the purpose of this trip, to that of an earlier trip to Cape York i.e. 
to meet people, establish trust, try to get a sense of what films locals would like to 
see being made.   

00:29:02 End of 042797 and end of Side B of field tape 17. 

 
 

RETURN TO ITEM LIST 
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042798 and 042799 / Field tape 18 

Performer/speaker(s): David MacDougall, Judith MacDougall 

Personal subject(s): Edward Ogilvie, Sunny Bancroft, Liz Bancroft, Gordon Smith, Michael 
Shegog, Chris Cordeaux, Peter Ucko, Kim McKenzie, Norman Tindale, 
Oomera (Coral) Edwards, Peter Read, Alec Morgan, Anne Pratton,  
Ralph Rigby, Gillian Leahy, Wayne Barker 

Subject keywords: Occupations - Pastoral industry workers - Drovers / Stockmen, Gender 
relations – Intermarriage, Education – Schools, Land rights, Enterprises - 
Agriculture and horticulture, Film - Film making, Literature and stories - Non 
indigenous – Poetry, Sport - Horse racing, Broadcast media – Television, 
Politics and Government - National symbols and events - Bicentennial, 1988, 
Photography, Child welfare - Child / parent separation - Stolen generations, 
Documentary films--Production and direction,  

Language/people:  

Places: Baryulgil (NSW N Coast SH56-06), Europe, Collum Collum (NSW N Coast 
SH56-06), New South Wales (NSW), Lismore (NSW N Coast SH56-03), 
Canberra (ACT SI55-16), Bentinck Island (Qld Gulf Wellesley Islands SE54-
02), Mornington Island (Qld Gulf Wellesley Islands SE54-01), Croker Island 
(West Arnhem Land NT SC53-13), Australia 

Recording quality: Fair to good 

042798 / Field tape 18 

Timing 
point 

Description 

 Continuation of Ian Bryson’s interview with David MacDougall and Judith 
MacDougall at Canberra, 1995. 

00:00:00 Archive announcement. 

00:00:21 Judith MacDougall speaks about the long history of Aboriginal stockmen in the 
Baryulgil area. 

00:02:03 Judith MacDougall speaks about the grazier Edward Ogilvie, his opposition to the 
massacres of Aboriginal people in the region and his preference for employing 
Aboriginals as stockmen rather than convicts, free settlers or European migrants.  

00:03:00 Judith MacDougall explains the long history of well-paid stock work, coupled with 
the employment boom following the establishment of an asbestos mine meant that 
Aboriginal workers were on a level economic footing with Europeans in Baryulgil 
from a comparatively early stage. 

00:03:39 David MacDougall points out the contrast between this history and the more 
familiar one of Aboriginal people living as a group on the margins of Australia’s 
country towns. 

00:04:07 Judith MacDougall speaks about the status of Aboriginal people in the wider non-
indigenous community and the relative prevalence of interracial marriage between 
Aboriginal and non-Aboriginal people. Film subject Sunny Bancroft and his non-
Aboriginal wife Liz are mentioned as a case in point. 

00:04:38 David and Judith MacDougall speak about how this history can be registered in 
the harmonious race relations at Baryulgil – Sunny Bancroft’s aunt’s involvement 
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in the local school is mentioned as a way of illustrating this point. David and Judith 
recall how the school was featured in scenes from Sunny and the Dark Horse (1987). 

00:06:10 David MacDougall explains the significance of this set of films in the context of 
the Institute trying to break out of making films that predominantly focused on 
remote Aboriginal communities. 

00:06:38 David MacDougall explains the range of factors that led to he and Judith focusing 
in on Baryulgil to produce this set of films. 

00:07:33 Judith MacDougall speaks about how she and David were a welcome presence at 
Collum Collum station and in the communities where they filmed – mention of 
the head of the Station’s board of Governors, Gordon Smith. David MacDougall 
expands upon this point, explaining that the community saw the political 
advantage of “having a film crew on their side,” in their efforts to lobby the 
Aboriginal Land Fund Commission – mention of the 1983 New South Wales Land 
Rights Act. 

00:08:57 David MacDougall speaks about the intersection in activities between the 
Aboriginal Land Fund Commission and the Department of Aboriginal Affairs 
program to support the establishment of Aboriginal business enterprises. David 
and Judy explain how this program influenced them when they were canvassing 
local communities in the region for potential film projects. 

00:10:35 David and Judith MacDougall speak about the influence of Michael Shegog (from 
the Lismore branch of the Department of Aboriginal Affairs) on their film projects 
in northern New South Wales. 

00:11:53 Ian Bryson mentions Kim McKenzie’s filmmaking activities around this period 
Something of the Times (1985) and Giving It A Go (1982). 

00:12:13 David MacDougall speaks about editing Collum Calling Canberra (1981), Stockman’s 
Strategy (1982/84) and A Transfer of Power (1986) and shooting pick-ups (extra 
material) for Sunny and the Dark Horse (1987).  

00:13:12  David and Judith MacDougall speak at length about Sunny and the Dark Horse 
(1987) – recording post production sound in Canberra with Sunny Bancroft and 
his wife Liz, receiving post production assistance from Chris Cordeaux (credited as 
Editor on the film). 

00:13:25 David MacDougall reflects on how Aboriginal engagement with the colonial 
narrative poetry traditions of New South Wales influenced the transformation of 
Sunny and the Dark Horse from its original form (straight documentary) into an  
“ethno-fiction” or “yarn.” 

00:14:39 Judith MacDougall speaks about Sunny Bancroft’s delight at viewing the ‘rushes’ 
(raw film footage) and how this also affected the approach to editing. 

00:15:35 David MacDougall speaks about how aspects of Sunny Bancroft’s personality 
translated to the screen. 

00:15:54 Judith MacDougall speaks about how although Sunny Bancroft was the central 
figure in all of the Baryulgil films, he was particularly invested in Sunny and the Dark 
Horse and it was his influence more than any other factor that resulted in the 
MacDougall’s reconceiving the film as a work of “ethno-fiction.” 

00:16:16 Judith MacDougall speaks about recording the commentary for the film with 
Sunny Bancroft. 

00:16:55 David MacDougall explains how Sunny and the Dark Horse (1987) evolved whilst 
filming Collum Calling Canberra (1981). David explains that Sunny was increasingly 
preoccupied with competing at picnic race events and David recognised there was 
an important statement about the adaption of Aboriginal people to post-colonial 
Australian rural life. 
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00:18:47 David MacDougall provides specific shooting and release dates for Three Horseman,  
(shot in 1978 and released in 1982) and Sunny and the Dark Horse (shot in 1982 and 
released in 1986). Mention of completing the other Baryulgil films [Collum Calling 
Canberra (1981), Stockman’s Strategy (1982/84)] during this period. 

00:20:15 David and Judith MacDougall speak of contributing to a number of reviews during 
this period the “Institute” review and the Walsh review (1982) mentioned by 
name. 

00:20:29 David MacDougall speaks about garnering support from the Australian 
Broadcasting Corporation and Film Australia, for an Institute-produced ten-part 
television series on Aboriginal Australia to coincide with the Bicentennial in 1988. 
David explains the project floundered when they failed to secure funding from the 
Bicentennial Authority.  

00:21:19 David MacDougall explains his concept for the series. Each episode would 
examine the experience of growing up as an Aboriginal person in Australia in a 
diverse set of contexts. 

00:22:23 David MacDougall speaks about the Aboriginal opposition to the Bicentennial. 

00:23:24 Discussion about Link-Up Diary (1986/87) the last film made by the MacDougall’s 
on behalf of the Institute. 

00:25:28 David MacDougall speaks about factors that led to the Film Unit being disbanded. 
Mention of the Walsh review and the possibility of a perception that the Film Unit 
was expensive and unsustainable. 

00:26:15 David MacDougall reflects upon the courage and vision associated with the 
establishment of the Film Unit under Peter Ucko’s Principalship. 

00:27:21 David MacDougall speaks about the findings of the Walsh report which came 
down heavily in support of the continuation of the Film Unit. David speaks about 
the report’s findings in relation to the contribution of the Film Unit to the profile 
of the Institute both nationally and internationally. 

00:28:01   David MacDougall reflects on the demise of the Film Unit - speaking about 
factors including personal fatigue and a broader sense that the Unit was at odds 
with the direction indigenous scholarship had taken by the late 1980s. 

00:28:43 David MacDougall speaks about the emergence of Aboriginal media producers 
and the “Aboriginalisation of the Institute,” as factors that led he and Judith to 
decide that their position and the structure of the Film Unit had become 
anachronistic. 

00:28:58 David MacDougall speaks about an Australian Film Commission fellowship that 
allowed he and Judith to take unpaid leave from the Institute and make Photo 
Wallahs (1988/91).  

00:30:19 David MacDougall describes returning briefly to the Institute prior to taking up a 
fellowship with the Humanities Research Centre. 

00:30:47 David MacDougall speaks about his return to the Institute after the conclusion of 
this fellowship. By this time much of the Film Unit’s budget had been re directed 
into other areas and filmmaking was predominantly being funded through the 
grant and fellowship programs. 

00:31:50 David and Judith MacDougall speak about how Kim McKenzie’s role changed in 
the wake of their departure from the Institute. 

00:32:21 Judith MacDougall speaks about how Kim McKenzie had little enthusiasm for 
administration. Judith implies that David shouldered most of the administrative 
burden in their time at the Film Unit. 

00:33:12 Judith MacDougal speaks about Kim McKenzie’s segue into curatorial projects. 
Judith (and David) describe in detail Kim’s work collating “the Child’s drawings” a 
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reference to the 19th century sketchbook of the Aboriginal boy Oscar. 

00:34:45 David and Judith MacDougall speak about Kim McKenzie’s efforts to authenticate 
the identity of Oscar and the Institute’s plan to publish the sketches in both book 
and CD-ROM format. 

00:35:14 David MacDougall speaks about his last project for the Institute – collaborating 
with Kim McKenzie on a film examining the history of Bentinck Island. David 
speaks about the historical relationship between Bentinck and Mornington Islands. 

00:37:09 David MacDougall explains that whilst the film was never completed they did 
shoot 16 mm film and record oral histories. Mention of Kim McKenzie’s intention 
to finish the film. 

00:37:50 David MacDougall speaks about Norman Tindale’s field work at Bentinck Island 
and the desire of some of the displaced peoples to go back and re-establish a 
community there. 

00:38:35 Ian Bryson refers to the presence of Bentinck Islanders at Lorugu. 

00:38:41 Judith MacDougall speaks about a stills photography project on Croker Island that 
was ultimately derailed due to a power struggle between competing local interests. 
Judith feels that the project would have proceeded had she had the time to wait for 
the dispute to be resolved. 

00:41:21 David MacDougall asks Ian Bryson if he’d like to discuss Link- Up Diary – a film 
that David and Judith made of Oomera (Coral) Edwards’ investigation into the 
Stolen Generations in New South Wales. Reference to Coral’s traineeship with 
David and Judith at the Institute and how the process of making her film It’s a 
Long Road Back (1981) led to Coral cofounding the Link-Up organisation in New 
South Wales. Mention of Peter Read’s involvement in Link-Up. 

00:43:53 End of 042798 and end of Side A of field tape 18. 

042799 / Field tape 18 

 Continuation of Ian Bryson’s interview with David MacDougall and Judith 
MacDougall at Canberra, 1995. 

00:00:00 Archive announcement. 

00:00:14 Continuation of the discussion about the MacDougall’s film Link-Up Diary (1987) 
– Ian Bryson reflects on how Oomera (Coral) Edwards’ Link Up project coincided 
with an increased public awareness of the Stolen Generations in Australia. 

00:00:58 David MacDougall explains how he and Judith gave much consideration to how 
they would approach the Link Up film. They decided that to limit the time frame 
of the film (to one week) would give rise to a very different documentary treatment 
on the subject of the stolen generations. David contextualises Link-Up Diary (1987) 
in relation to Alec Morgan’s film Lousy Little Sixpence (1982). 

00:03:02 David and Judith MacDougall speak about their experience of working with 
trainees at the Film Unit. In hindsight they both feel that it would have been better 
to have had a group (preferably six) who could work together and learn from each 
other through the practice of filmmaking. 

00:05:07 Judith MacDougall feels that in reflection a larger group of trainees could have 
been accommodated without a greater allocation of time. 

00:05:37 David MacDougall explains that deploying a small crew is more compatible with 
the philosophy of filmmaking that he and Judith have evolved. 

00:06:42 Judith MacDougall speaks about working with trainees in film post-production. 

00:08:44 Judith MacDougall in hindsight regrets that the trainee program wasn’t more 
structured. 
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00:09:33 Ian Bryson and David and Judith MacDougall discuss whether the Film Unit 
traineeships coincided with any kind of tertiary media studies for the participants – 
mention of Anne Pratton and Ralph Rigby (no surname given). 

00:11:50 David MacDougall speaks about the “philosophical disjunction” between 
indigenous filmmakers and people wanting to enter the media. 

00:12:12 Discussion about the Gillian Leahy report into the training needs for Aboriginal 
and Torres Strait Islander filmmakers. 

00:12:40 David MacDougall explains that the chief objective of Aboriginal filmmakers at 
that time (1980s) was to gain access to the film and television industries. This was 
problematic for the MacDougall’s who were trying to distance themselves from the 
type of filmmaking that Aboriginal people were trying to get into. 

00:13:47 Judith MacDougall points out that in spite of this disjunction she and David would 
have been able to help equip trainees for the commercial world by passing on the 
fundamental skills of filmmaking. 

00:15:12 David and Judith MacDougall speak about instances where their pared back / 
scaled down approach to filmmaking left them at odds with aspiring Aboriginal 
filmmakers who tended to see large crews, lavish catering etc. as a measure of 
professionalism. 

00:16:39 Ian Bryson speaks about the extraordinarily high expectations placed on 
Aboriginal filmmakers. Mention of Wayne Barker’s Milli Milli (1994) as a typical 
example of the relatively high budgets commanded by Aboriginal filmmakers. 

00:18:08 David MacDougall speaks of this more generally in terms of the way that for 
marginalised groups the mainstream represents “a mountain to be scaled.” 
Mention of the ABC and the SBS film units. 

00:20:27 Judith MacDougall speaks about the high demand for Aboriginal trainees in the 
film and television industries in Australia in the 1980s. 

00:21:30 David MacDougall speaks about how a fully-fledged trainee program at the Film 
Unit would likely have yielded work of an “avant-garde, oppositional” nature.  

00:23:41 End of 042799 and end of Side B of field tape 18. 

 
RETURN TO ITEM LIST 
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043200 and 043201 / Field tape 19 

Performer/speaker(s): Ian Dunlop 

Personal subject(s): William Charles Wentworth, Fred McCarthy, Bruce Hilliard, Ted Cranston, 
Robert Menzies, Ian Spalding, Keith Gow, Paul Hasluck, Charles Barnes, Ian 
Hogbin, A.P. Elkin, Jeremy Long, Peter Hamilton, Stanley Hawes, Cecil 
Holmes, Jean Rouch, John Grierson, John Heyer, John Marshall, Djagamara, 
Roger Sandall, Robert Tonkinson, David MacDougall, Judith MacDougall, 
Baldwin Spencer, Minma 

Subject keywords: Ceremonies, Film - Film making, Religion - Rites, Occupations - Pastoral 
industry workers - Drovers / Stockmen, Social welfare - Administration - 
Welfare officers, Politics and government - Indigenous representative bodies, 
Politics and Government, Anthropology, Photography – Ethnographic, 
Photography - Technical issues, Sound recording, Nationalism 

Language/people:  

Places: Aurukun (Qld NW Cape York SD54-07), Cape York Peninsula (Qld SC54, 
SD54, SD55), Australia, Rawlinson Range (Central WA Warburton SG52-02, 
SG52-06), Western Desert (WA SF51, SF52, SG51, SG52), Ngaanyatjarra-
Giles WA (0872), Milyirrtjarra / Warburton (Central WA SG52-09), Sydney 
(NSW SI56-05), Northern Territory (NT), Yirrkala (East Arnhem Land SD53-
04), Cobb map area (Central WA Warburton SG52-01), Tika Tika (Central 
WA Warburton SG52-01), Birrindudu map area (Central NT SE52-11),  
New South Wales (NSW) 

Recording quality: Fair to good 

043200 / Field tape 19 

Timing 
point 

Description 

 Ian Bryson interview with Ian Dunlop at his house in Sydney in 1995. 

00:00:00 Archive announcement. 

00:01:00 Ian Bryson and Ian Dunlop begin by discussing Dances at Aurukun (1962) 

00:01:25 Ian Dunlop speaks about the background to the making of two films Dances at 
Aurukun (1962) and Five Aboriginal Dances from Cape York (1966). Dunlop explains 
that William Charles Wentworth was either in Aurukun or heard from somebody 
there that a ceremony was due to be performed for the first time in many years. 
Wentworth spoke to Fred McCarthy the Principal of the Australian Institute of 
Aboriginal Studies (AIAS) about recording the ceremony on film who in turn 
approached Film Australia. 

00:02:14 Ian Dunlop recalls being asked to direct or supervise the filming in Aurukun and 
attributes this to his previous work on Aborigines of Australia (1964). Dunlop 
remembers a communique from the Institute to Film Australia advising that the 
ceremony would likely require a 24 hour continuous shoot. 

00:02:52 For the Aurukun shoot Ian Dunlop recalls being accompanied by two cameramen 
Bruce Hilliard and Ted Cranston and by William Charles Wentworth (Minister in 
the government of Robert Menzies) and Fred McCarthy (then Principal of AIAS). 

00:03:33 Ian Dunlop explains that both films were edited, independent of his involvement, 
by Film Australia. 
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00:04:19 Ian Dunlop speaks about his limited directorial role in the shoot and technical 
aspects such as the use of 16 mm colour film and non-synchronous sound. 

00:05:30 Ian Dunlop speaks about his very limited input into the editing process. 

00:05:48 Ian Bryson and Ian Dunlop discuss the issuing of certificates to Aboriginal 
participants in the film – mention of William Charles Wentworth as the initiator of 
this. 

00:06:24 Ian Dunlop gives his personal appraisal of Dances at Aurukun (1962) and Five 
Aboriginal Dances from Cape York (1966).  

00:06:49 Ian Dunlop speaks about how the dances were “trotted out,” for the purpose of 
recording rather than as part of a continuous structured ritual. 

00:08:09 Ian Bryson and Ian Dunlop discuss the film Aborigines of Australia (1964) made by 
Dunlop at the behest of the Commonwealth Film Unit on behalf of the 
Department of the Territories? 

00:08:29 Ian Dunlop explains the film’s purpose was to show the state of Aboriginal 
Australia and the role of welfare agencies at the time. 

00:09:16 Ian Dunlop discusses a research trip he undertook prior to making Aborigines of 
Australia (1964). Dunlop discusses the influence Ian Spalding (editor of a journal 
On Aboriginal Affairs) had on his view of indigenous affairs in Australia.  

00:11:38 Ian Dunlop speaks about the difficulties involved in editing Aborigines of Australia 
(1964) given the fact that the government agency had ultimate authority over the 
content. Mention of the “poetic” camera work of Keith Gow. 

00:14:11 Ian Dunlop speaks about a test screening in which the representative from the 
government agency overseeing the edit objected to the presence of a particular 
sequence in the film. Dunlop explains that the same person took it upon himself 
to write the narration of the film and at a subsequent screening Paul Hasluck who 
was Minister for the Territories in the Menzies Government of the time was highly 
critical of the narration. 

00:15:15 Ian Dunlop expresses his personal view that in spite of its shortcomings the film 
was best seen rather than not. Dunlop feels that the film offered valuable insight at 
a time when the “average Australian” was unaware of the conditions under which 
Aboriginal people were living at the time. 

00:16:16 Ian Dunlop speaks about the tragic loss of the films outtakes (discarded – 
presumably by Film Australia), which included footage of mustering at an 
Aboriginal - run Cattle station. 

00:18:46 Ian Dunlop speaks about the film launch at the AMP theatrette where he received 
no acknowledgement from Charles Barnes who was the Minister for the 
Territories in the Menzies Government at that time. 

00:20:14 Ian Bryson refers to Ian Dunlop’s notes for his film People of the Australian Western 
Desert (1967). Mention of the Rawlinson Range in the Western Desert and Giles 
Weather Station  where  Dunlop shot Balloons and Spinifex (1958).  

00:21:11 Ian Dunlop speaks about a “Native Welfare Officer” at Rawlinson Range who was 
obstructive in the face of Dunlop’s attempts to gain access to the local Aboriginal 
people.   

00:22:28 Ian Dunlop speaks about climbing up the Rawlinson Range to view the individual 
“smokes” of the individual family groups. Dunlop explains that this experience 
was the catalyst for making People of the Australian Western Desert (1967). Mention of 
Warburton as a point of contact for these clan groups. 

00:23:31 Ian Dunlop recalls one night in 1957 being hosted by a Western Desert clan group 
in a night of song and performance. Dunlop vividly recalls this, his first experience 
with Aboriginal people, as life changing. 
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00:24:21 Ian Dunlop provides a sensory recollection of the whole experience - his attraction 
to the people, the smell of the environment, etc. Mention of Dunlop’s studies in 
anthropology at Sydney University – mention of Ian Hogbin and A.P. Elkin. 

00:25:32 Ian Dunlop speaks about his return to the Commonwealth Film Unit in 1957, at 
which time he applied to make a film focusing on Aboriginal people. Dunlop 
explains that the film wasn’t approved in its own right but rather as material that 
could be included in a planned tourist film of the Northern Territory. 

00:26:08 Ian Dunlop speaks about how he “cemented a relationship” with the Institute 
(AIAS) in the course of making the Aurukun films.  

00:26:34 Ian Dunlop speaks about an Institute funded research trip to the Western desert in 
1964 with Jeremy Long to take colour slides.  

00:26:47 Ian Dunlop speaks about Peter Hamilton (technical officer at the Institute at the 
time), and his generosity in providing a camera and film stock and advice with 
regard to what to photograph. Dunlop speaks about writing text to accompany the 
slides and producing a little book for the Institute. 

00:28:20 Ian Dunlop discusses the coproduction arrangement that he brokered between 
AIAS and the Commonwealth Film Unit in order to make the People of the 
Australian Western Desert (1967). Mention of the CFU’s Producer in Chief Stanley 
Hawes in relation to this deal. 

00:28:58 Ian Dunlop recalls the Institute were hands off throughout the entire process of 
making People of the Australian Western Desert (1967). 

00:29:53 Ian Dunlop speaks about his motivations for making People of the Australian Western 
Desert (1967). Dunlop explains that the film brought together his twin passions for 
Aboriginal people and desert environments. The time imperative (i.e. if the film 
wasn’t made then the opportunity would soon be lost forever) was also a 
galvanising influence. 

00:31:39 Tape cuts out – no content. 

00:31:44 End of 043200 and end of Side A of field tape 19. 

043201 / Field tape 19 

 Continuation of an Ian Bryson interview with Ian Dunlop at his house in Sydney 
in 1995. 

00:00:00 Archive announcement.  

00:00:12 Ian Bryson and Ian Dunlop speak about ephemerality and the nature of 
documentary film. Dunlop makes reference to his film Djungguwan at Gurrkawuy 
(1976) and its cultural heritage value – citing a screening to community at 
Warburton twenty seven years after the film was made. 

00:01:53 Ian Dunlop analyses the approach taken in making People of the Australian Western 
Desert (1967) and the ethnographic authenticity of the film. 

00:03:12 Ian Bryson and Ian Dunlop discuss the choice of 35 mm film for People of the 
Australian Western Desert (1967). 

00:03:50 Ian Dunlop explains that by the time of his first desert trip, 16 mmm sync sound 
film was not yet in use at the Commonwealth Film Unit (CFU). Dunlop speaks 
about the onerous method associated with capturing synchronous sound on 
location, prior to the introduction of this technology. 

00:04:36 Ian Bryson suggests that Cecil Holmes was using sync sound by 1965. Ian Dunlop 
states that he was unaware of Cecil Holmes’ work at that time. 

00:05:32 Ian Dunlop explains that he had been “brought up” in a film culture where sync 
sound was absent. He points out that films that exploited the possibilities of this 
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new technology, such as David and Judith MacDougall’s To Live With Herds (1970) 
were yet to be made. Mention of Jean Rouch’s Chronicle of a Summer (1961). 

00:06:30 Ian Dunlop recalls that he, along with other filmmakers at the CFU had limited 
knowledge of ethnographic film practices. Ian Bryson refers to Stanley Hawes’ 
(Producer in Chief at the CFU), studies with John Grierson. 

00:08:00 Ian Dunlop explains the motivation behind his decision to use 35 mm film for 
People of the Australian Western Desert (1967). Mention of John Heyer’s The Back of 
Beyond (1954) and John Marshall’s The Hunters (1957). 

00:09:07 Ian Dunlop wonders about the extent to which Marshall’s The Hunters (1957) 
exerted an influence on his own filmmaking. 

00:10:40 Ian Dunlop explains that his intention in making People of the Australian Western 
Desert (1967) was to record “a day in the life of a nomadic desert family.”  

00:11:09 Ian Dunlop discusses the extent to which he was prepared to manipulate events on 
the shoot and capture a constructed reality – reference to the Cinéma vérité 
movement in the context of this conversation. 

00:12:26 Ian Dunlop speaks about the daily activities of Djagamara’s family, the first of two 
families featured in People of the Australian Western Desert (1967). Dunlop discusses 
filming a second family (that of Minma Djuburula) striking camp at of Yalara and 
then pitching camp at Tika Tika. He regards this as the most 
“constructed”(possibly inauthentic), sequence in the film. 

00:16:46 Ian Bryson asks Ian Dunlop about his attitude to clothing and cites the example of 
Roger Sandall’s Larwari and Walkara (1976) in which participants were pressured 
into removing clothing to meet the filmmaker’s aesthetic. 

00:18:24 Ian Dunlop speaks about his rationale for asking people to remove clothing  
during the making of People of the Australian Western Desert (1967). The families 
featured in the film had only recently experienced first contact with non-
indigenous settlers. Dunlop was trying to present these people in their pre-contact 
“traditional” state. 

00:20:28 Ian Dunlop speaks about the exhaustive process of brushing out the ripple-sole 
footprints of the anthropologist Robert Tonkinson so as to maintain the “eye of 
God” point of view for the film. 

00:21:01 Ian Dunlop speaks about how this style of filmmaking was dominant in practice 
and in teaching at the CFU at the time. 

00:21:38 Ian Bryson asks Ian Dunlop whether he detected a nationalistic ethos at the CFU 
during his time there. 

00:22:04 Momentary break in recording. 

00:22:05 Tape cuts in on a resumption of the conversation. Ian Dunlop explains that the 
impersonal nature of CFU commentaries wasn’t necessarily nationalistic but rather 
a device to retain a sense of anonymity around the filmmaker. 

00:23:33 Ian Bryson clarifies his earlier question by explaining the nationalism inherent in 
the processes through which the Institute (AIAS) was founded and the way in 
which it articulated its cultural mission. Reference to Frederick McCarthy in the 
context of this discussion - particularly McCarthy’s view of film as a means of 
“putting people in museums.” 

00:25:06 Ian Dunlop explains how he came to know Frederick McCarthy through the 
Anthropological Society of New South Wales. 

00:25:44 Ian Dunlop speaks about his working relationship with Frederick McCarthy. 

00:26:32 Ian Dunlop and Ian Bryson reflect upon how aspects of Frederick McCarthy’s 
personality influenced the way he discharged his duties as Principal of the Institute. 

00:27:40 Ian Bryson speaks about the contrast in ethnographic method and approach 
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between Frederick McCarthy and Ian Dunlop. Reference also made to the stark 
contrast between the Dunlop’s work and that of David and Judith MacDougall. 

00:29:01 Ian Dunlop explains that he saw the making of People of the Australian Western Desert 
(1967), “as an expedition” in the Baldwin Spencer mould. Dunlop cites this 
grandiosity coupled with an independent interest in botany and desert 
environments as accounting for the level of detail present in the film and it’s 
related materials. Dunlop explains his conception of the film as a scientific record. 

00:30:05 Ian Dunlop speaks about his limited interactions with Djagamara, Minma and 
other key subjects during the filming of People of the Australian Western Desert (1967). 

00:31:37 End of 043201 and end of Side B of field tape 19. 

 
RETURN TO ITEM LIST 
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043202 / Field tape 20 

Performer/speaker(s): Ian Dunlop 

Personal subject(s): Robert Tonkinson, Paul Porter Djarur, Richard Gould, Baldwin Spencer, 
Walter MacDougall, Robert Fairbairn, Bruce Hilliard, Dennis Brown,  
Roger Sandall 

Subject keywords: Film - Film making, Cultural relativism, Anthropology, Photography – 
Ethnographic, Film - Technical issues 

Language/people: Aboriginal, Baruya 

Places: Western Australia (WA), Western Desert (WA SF51, SF52, SG51, SG52), 
Milyirrtjarra / Warburton (Central WA SG52-09), Yiwara, Florence, Papua 
New Guinea (PNG), Great Britain, Yirrkala (East Arnhem Land SD53-04) 

Recording quality: Fair to good 

043202 / Field tape 20 

Timing 
point 

Description 

 Continuation of an Ian Bryson interview with Ian Dunlop at his house in Sydney 
in 1995. 

00:00:00 Archive announcement.  

00:00:15 Ian Dunlop expresses regret that he tried to repeat the success of the 1965 
expedition in 1967 and was thwarted by, among other things, bad film stock. 
Dunlop speaks about the difficulties and limitations of trying to shoot an emu 
hunting sequence with the technology he had available. 

00:02:08 Ian Dunlop explains that some of the participants in Desert People (1966) were 
shown the Western Desert films years later by either the Western Australian 
Native Welfare organisation or by Robert Tonkinson.  

00:03:27 Ian Dunlop speaks about the restrictions associated with the Western Desert films 
and how some of the films were withdrawn following changes in the protocols 
around the handling of “secret/sacred” indigenous material. 

00:04:10 Ian Dunlop speaks about screening rushes from the 1967 Western Desert trip to 
participants living at Warburton Mission. Dunlop recalls having little or no sense 
of how the film was received – due to the language barrier and the profound 
difference in cultural perspective. 

00:05:33 Ian Dunlop speaks about a screening that he organised in Warburton with the 
assistance of Paul Porter Djarur in the early 1990s. Dunlop recalls a sense of 
discomfort felt by those present in reaction to seeing themselves and people they 
knew naked on screen. 

0:06:39 Ian Dunlop describes how at this screening he felt a “dichotomy of reaction” in 
the Aboriginal people present, between on the one hand embarrassment, at a 
perceived lack of sophistication and on the other, awe at the power and magical 
connectedness of these figures on screen. 

00:07:22 Ian Dunlop speaks about the sense of ownership that Paul Porter Djarur (who had 
been Ian Dunlop’s main guide for the film expeditions) developed for the Western 
Desert films. Dunlop speaks about a screening that he organised for community 
where the film received a rapturous response. 

00:08:05 Ian Dunlop recalls that of all the film’s subjects that he met at these screenings 
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there were only two people (Minma’s sons) who seemed uncomfortable with the 
way they had been represented on film. 

00:08:49 Ian Dunlop speaks about the American anthropologist Richard Gould and his 
publication of restricted photographs in Yiwara: Foragers of the Australian Desert 
(1969). 

00:11:50 Ian Dunlop reflects upon the importance of returning to the Western Desert after 
27 years to screen the material and reconnect with the community. 

00:12:28 Ian Dunlop laments the inability of people to judge ethnography and anthropology 
within an historical context. Mention of ill-founded accusations of racism against 
Baldwin Spencer. 

00:13:09 Ian Dunlop anticipates a time when he too will be judged harshly by those who 
ignore historical context and are perhaps over eager to assert generational moral 
and ethical superiority.  

00:13:40 Ian Dunlop speaks about the motivation for his return trip to the Western Desert 
in 1967. Mention of Native Patrol Officers Walter MacDougall and Robert 
Fairbairn in the context of this discussion. 

00:15:36 Ian Dunlop discusses his specific purpose in making Desert People (1966) and the 
place of this film within his suite of Western Desert films. 

00:17:18 Ian Dunlop and Ian Bryson discuss the popularity of Desert People (1966) and how 
the film propelled Dunlop’s career in ethnographic filmmaking for the next 30 
years. 

00:17:56 Ian Dunlop speaks about European festival screenings of Desert People (1966) 
(mention of the Festival del Popoli in Florence Italy) and its theatrical release in 
Australia. 

00:18:48 Ian Bryson suggests that the success Desert People (1966) enjoyed in Australia was at 
least in part due to the sense of validation that followed its successful reception in 
Europe. 

00:19:22 Ian Dunlop and Ian Bryson discuss the period between 1967 and Dunlop’s trip to 
Papua New Guinea in 1969. Discussion follows about Dunlop’s introduction to 16 
mm colour film on the Towards Baruya Manhood (1972) series.  

00:20:38 Ian Dunlop expands on this discussion about the cinematography and film stock 
choices on Towards Baruya Manhood (1972), including the cameraman Bruce 
Hilliard’s preference for high speed stock throughout the shoot. Dunlop explains 
the stock that they used was designed for television newsreel short turnaround, 
rather than the production of negatives. 

00:22:27 Ian Dunlop speaks about advice he received during a short stint at the National 
Film School in Britain, about a lab specialising in the development and processing 
of 16 mm film. Dunlop also speaks of screening the “terrible” first print of Towards 
Baruya Manhood (1972) to a representative of the National Film Theatre in Britain 
who accepted the film for a season. Dunlop speaks about the “nightmare” 
involved in trying to get an acceptable print made prior to the commencement of 
this season. Mention of Dennis Brown in the context of this discussion. 

00:24:26 Ian Dunlop speaks about a research trip to Arnhem land in 1970 which led to the 
Yirrkala Film Project. 

00:24:44 Ian Dunlop discusses applying to the Institute in 1971 for additional colour film to 
film a particular ceremony. This request was denied due to, as Ian Dunlop 
explains, the Institute misidentifying the ceremony and believing that it had already 
been captured in Roger Sandall’s Djungguan at Yirrkala (1966). 

00:26:10 Ian Dunlop speaks about how he came to film at Yirrkala in spite of his preference 
at that time to “spend the rest of my life filming in the desert.” Dunlop explains 
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that he went at the behest of the Commonwealth Film Unit who were motivated 
to document the Aboriginal perspective on the impact of mining in the area. 

00:27:19 Ian Dunlop reflects on the irony of the fact that while he moved his attention 
from the desert to Yirrkala, Roger Sandall at the same time shifted his focus from 
Yirrkala to the Western desert. 

00:27:47 Ian Dunlop speaks about how The Yirrkala Film Project represented the fulfilment 
of his ambition to create a documentary record of “a culture in transition.” 

00:28:55 End of 043202 and end of Side A of field tape 20. 

 
 

RETURN TO ITEM LIST 
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043203 and 043204 / Field tape 21 

Performer/speaker(s): Roger Sandall 

Personal subject(s): David MacDougall, Judith MacDougall, William Geddes, Frederick McCarthy, 
Jean Rouch, Robert Gardener, Kenneth Maddock, Ian Keen, Cecil Holmes, 
C.P. Mountford, Nicolas Peterson, Tjungkarta "Nosepeg" Tjupurrula, 
Coniston Johnny, Lothar Jaagst, William Wentworth, Christopher Anderson, 
Kingsley Palmer, Walter Croker, Tim Japangardi, Jim Jungari, A.P. Elkin, 
Rupert Murdoch, Sandra Le Brun Holmes, Jeremy Long, E Richard Sorenson, 
T.D. Campbell, Rod Adamson, Ronald Berndt, Catherine Berndt 

Subject keywords: Film - Film making, Entertainment - Film - Film industry, Documentary 
films--History and criticism, Film – Ethnographic, Ceremonies, Film - 
Technical issues, Animals - Mammals – Camels, Anthropology, Religion – 
Rites, Politics and Government, Film - Criticism and analysis, Photography - 
Ethnographic 

Language/people: Walbiri, Pitjantjara, Pintupi 

Places: Mexico, United States (USA), New Zealand (NZ), Lindfield / Roseville 
(Sydney NSW SI56-05), Maningrida (Central Arnhem Land SD53-02), Croker 
Island (West Arnhem Land NT SC53-13), Ruguri (South Central NT SF52-
12), Birrindudu map area (Central NT SE52-11), Ngama (South Central NT 
SF52-12), Arnhem Land (NT), Yermalner / Melville Island (NT SC52-16), 
Areyonga (South Central NT SG53-01), Rice, Texas, Yurrkarrn / Coniston 
(South Central NT SF53-09), Torres Strait Islands (Qld TSI SC54, SC55-05), 
Victoria (Vic), New South Wales (NSW), Queensland (Qld), Venice, Italy, 
Yuendumu (South Central NT SF52-12) 

Recording quality: Fair to good 

043203 / Field tape 21 

Timing 
point 

Description 

 Ian Bryson interview with Roger Sandall at his home in Sydney in 1996. 

00:00:00 Archive announcement.  

00:00:28 Ian Bryson records a tape ID. 

00:00:44 Ian Bryson speaks about the structural form of his thesis and its formal 
organisation into two phases - the first dealing with Roger Sandall’s tenure at the 
Film Unit and the second with David and Judith MacDougall tenure. 

00:01:33 Roger Sandall discusses his short film Mexican Maize (1962), made during the 
period he was studying at Columbia University and working at the American 
Museum of Natural History.  

00:02:18 Roger Sandall speaks about the scope, conception and some of the technical 
aspects involved in making Mexican Maize (1962). 

00:02:47 Roger Sandall speaks about studying for a Bachelor of Arts with William (Bill) 
Geddes in New Zealand. 

00:03:10 Roger Sandall speaks about Bill Geddes in relation to his (Roger’s) appointment to 
the Institute. 

00:03:40 Ian Bryson asks Roger Sandall about Frederick (Fred) McCarthy’s plan to move 
the film unit to Lindfield (the site of the Commonwealth Film Unit) in 1966. 
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Roger Sandall reflects on the possible motivation McCarthy may have had for this. 

00:04:38 Roger Sandall reflects on the importance of the UNESCO round table, in 
particular the screening of his own film Mexican Maize (1962) and the impact of Ian 
Dunlop’s films at the event. Mention of how the round table provided opportunity 
and validation for Frederick McCarthy. Mention also of Jean Rouch and Robert 
Gardener. 

00:08:33 Ian Bryson asks Roger Sandall about a return trip to Maningrida to gather 
additional material for Gunabibi: An Aboriginal Fertility Cult (1968). 

00:10:03 Ian Bryson and Roger Sandall discuss “composite films,” the re-enactment of 
ceremonies and the extent to which ceremonies are unique or reiterative. Mention 
of Kenneth Maddock, Ian Keen and Cecil Holmes’ The Lorrkun Ceremony of Croker 
Island (1964). 

00:12:59 Roger Sandall reflects on his personal discomfort about how the making of Emu 
Ritual at Ruguri (1967) was compromised due to a lack of film stock. Sandall 
explains the rationale behind filming the ceremony again a year later and then 
editing together the material into a composite film. 

00:13:58 Roger Sandall speaks about the re-enactment of ceremonies in ethnographic film 
with specific reference to his experience on the shoot of Lawari and Walkara 
(1976). In this instance Sandall explains that participants were more than willing to 
restage ritual performances to try and improve on their first efforts.  

00:14:31 Ian Bryson and Roger Sandall speak about C.P. Mountford’s analogous 
experiences where Aboriginal people would spontaneously perform ceremonial 
fragments for his camera. 

00:14:51 Ian Bryson and Roger Sandall discuss correspondence between Frederick 
McCarthy and C.P. Mountford in which the withdrawal from distribution of 
Walbiri Ritual at Ngama (1966) is discussed. The reasons cited by Bryson include 
the commentary and the presence of cotton wool on the heads of the performers. 

00:15:50 Ian Bryson and Roger Sandall discuss the ethnographic film practice of producing 
two versions of ceremonial films - an extended ‘archival version’ capturing the 
entire ceremony, designed for scholarship and a shorter feature length version 
designed for cinema and other forms of public presentation. Sandall explains how 
this approach afforded him greater freedom as a filmmaker. 

00:17:43 Ian Bryson asks Roger Sandall about Fred McCarthy’s “collector’s zeal,” to record 
“one of each” of the cult rituals of Arnhem Land. Roger Sandall expresses the 
view that the allocation of time and resources was the chief factor in determining 
which ceremonies were actually filmed. 

00:19:33 Ian Bryson asks Roger Sandall to speak about a film titled Business. Bryson explains 
that material from Business also features in Camels and the Pitjantjara (1969). Sandall 
confirms that Business as a film in its own right was never released and little known 
about.  

00:21:53 Ian Bryson speaks about the sense of spontaneity and emotion that pervades 
Business. 

00:23:54 Ian Bryson tries to recall whether Business incorporated sub-titling or inter-titling. 
Bryson also refers to a script that Nicolas Peterson showed him that was produced 
for the film. 

00:24:45 Roger Sandall reflects that both Business and Camels and the Pitjantjara (1969) would 
not have been of great interest to Fred McCarthy who was singularly focused at 
that time on making ceremonial films. 

00:24:57 Ian Bryson suggests that Fred McCarthy did have an interest in Camels and the 
Pitjantjara (1969) due to the fact that these were the last camels directly connected 
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to this Pitjantjara tradition. 

00:25:15 Roger Sandall speaks about the background to Camels and the Pitjantjara (1969).  
The film was embarked upon because the plan to film a Pukamani ceremony on 
Melville Island fell through. Sandall recalls that it was Nicolas Peterson who 
initially suggested the idea of filming the Pitjantjara cameleers. By Sandall’s 
recollection Fred McCarthy was less than enthusiastic. Impetous to make the film 
came in part from the need to make use of the film stock which would only last so 
long in the extreme heat of Central Australia. 

00:27:00 Roger Sandall speaks further about Business in particular Nicolas Peterson’s 
involvement. Ian Bryson suggests that “Business” was a working title and the main 
title on the print of the film that he viewed was Pitjantjara Ritual at Areyonga. 

00:28:11 Ian Bryson contrasts the production and stylistic aspects of Business with the other 
films Roger Sandall was making at the time. Mention of a Pintupi man Tjungkarta 
"Nosepeg" Tjupurrula who was influential in the making of this and a number of 
other Sandall films. 

00:31:07 Roger Sandall speaks about the impact of his time at Rice University in Texas on 
the editing of Coniston Muster (1972) and Larwari and Walkara (1976). Detailed 
discussion follows about the post production of these films. 

00:32:54 Roger Sandall speaks about the interviews and narration recorded in association 
with Coniston Muster (1972) – mention of Coniston Johnny. 

00:34:49 Roger Sandall speaks about the influence of David and Judith MacDougall’s films 
on his decision to incorporate the subtitling of dialogue into his own films. He also 
speaks about the difficulty of obtaining a high quality print from film labs at that 
time. 

00:37:20 Ian Bryson suggests that the issues around language have to a large extent 
determined the viability of subtitling and interviews on films produced by the 
Institute. Bryson alludes to Coniston Johnny’s excellent command of English and 
also the transformative effect of Lothar Jaagst’s dialogue translations for Larwari 
and Walkara (1976). Bryson suggests that had a linguist of Jaagst’s expertise been 
available to Roger Sandall in the making of Walbiri Ritual at Ngama (1966) and Emu 
Ritual at Ruguri (1967) the effect would have been similarly transformative. 

00:39:11 Roger Sandall speaks about the technical difficulties of subtitling a film [such as 
Coniston Muster (1972)], where wide shots are a consistent stylistic feature and as 
many as twenty people are in frame talking simultaneously. Sandall also alludes to 
the difficulties associated with lighting these scenes. 

00:40:30 Ian Bryson suggests that revisiting the archival versions of Roger Sandall’s films 
and translating and subtitling them would be a worthwhile endeavour. 

00:40:44 Roger Sandall and Ian Bryson speak about methods to try and give meaning to 
multiple simultaneous voices on film. Sandall refers to the difficulty of reconciling 
the conventional narrative structure of film with the flow of reality. 

00:43:28 End of 043203 and end of Side A of field tape 21. 

043204 / Field tape 21 

 Continuation of an Ian Bryson interview with Roger Sandall at Roger’s home in 
Sydney in 1996. 

00:00:00 Archive announcement.  

00:00:32 Ian Bryson speaks about the “Institutional imperative” during Roger Sandall’s time 
at the Film Unit and asks Roger how he was affected by it – Mention of William 
(Bill) Wentworth (Minister for Aboriginal Affairs in the government of Robert 
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Menzies) and the first two Principals of the Institute, Frederick McCarthy and 
Peter Ucko. 

00:02:12 Roger Sandall remembers broadly supporting the “salvage anthropology” principle 
that was dominant at the Institute during his time there. Sandall speaks about 
changes in the way that rituals have been conducted since that time and explains 
that there was no realistic expectation that rituals would continue to be performed. 
Discussion also about the impetuous these films provided for the continuation of 
Aboriginal and Torres Strait Islander ritual traditions and how this consequence 
could not have been foreseen. 

00:05:49 Roger Sandall speaks about the ethnographic perspective in Australia in 1960 i.e. 
the colonial incursion and its consequences had extinguished ritual practices in 
Victoria, New South Wales and Queensland and there was a firm expectation that 
other areas of Australia would soon follow. 

00:07:25 Ian Bryson and Roger Sandall discuss the book Politics of the Secret (1995) edited by 
Christopher Anderson and the film based on the book broadcast on Australian 
television. Mention of Kingsley Palmer’s article from this collection Religious 
Knowledge and the Politics of Continuity and Change. 

00:09:20 Ian Bryson speaks about how Roger Sandall’s films have acquired the status of 
“sacre” in “white academic circles.” 

00:10:39 Roger Sandall speaks about the origins of the politics of the secret in a screening of 
Emu Ritual at Ruguri (1967) that took place in Australia soon after the film had 
been awarded 1st prize in the documentary category at the 1968 Venice Film 
Festival. Roger Sandall explains how Bill Wentworth and the Italian Ambassador 
to Australia Walter Croker, created a “political circus” around this screening in 
order to pursue their personal political objectives. Roger Sandall asserts that this 
singular event established the “politics of the secret,” around indigenous affairs in 
Australia. 

00:13:42 Roger Sandall speaks about Bill Wentworth and his portfolio as Minister for 
Aboriginal Affairs in the Menzies government. Sandall describes this Ministry as 
the “kiss of death portfolio.” 

00:14:33 Roger Sandall explains how, in his view Bill Wentworth saw the opportunity, 
through the screening of Emu Ritual at Ruguri (1967) at the Venice Film Festival in 
1968, to shift the focus away from social and health crises in communities to the 
“glories of the Aboriginal cultural past.” 

00:15:30 Roger Sandall explains that Nicolas Peterson warned Bill Wentworth about the 
negative consequences of publicly screening Emu Ritual at Ruguri (1967). 

00:16:40 Roger Sandall speaks about the way in which the screening was staged, the 
presentation of the award from the Venice Film Festival and the “dramatic” 
exclusion of women from the audience in deference to the men only ritual content 
of the film. Sandall is at pains to stress his view that the whole event was 
conceived to maximise publicity and press exposure. Furthermore Sandall sees this 
as the beginning of the politicisation of secrecy in Indigenous affairs in Australia – 
the point at which people understood the potential to exploit secrecy and 
exclusion for personal political gain. 

00:20:50 Ian Bryson speaks about the two Warlpiri men Tim Japangardi and Jim Jungari 
who came down from Yuendumu to receive the award from the Italian 
Ambassador Walter Croker.  

00:22:41 Ian Bryson speaks about concerns raised prior to 1968 with regard to issues of 
secrecy and film material. Bryson cites A.P. Elkin being refused the right to film a 
ceremony in 1949 by men on Roper Island. Cecil Holmes and Fred McCarthy also 
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mentioned in the context of this discussion. 

00:24:06 Roger Sandall and Ian Bryson discuss Cecil Holmes’ work for the Institute. Bryson 
explains that Holmes shot film for the Institute on the understanding that it would 
be used solely for archival purposes.  

00:26:27 Roger Sandall speaks about pressure from the Institute early on in his tenure at the 
film unit to edit footage shot by Cecil Holmes into one hour versions – 
presumably for public presentation. 

00:27:36 Ian Bryson speaks about how Cecil Holmes coordinated his film work around his 
work as editor of the Rupert Murdoch-owned magazine The Territorian. 

00:27:55 Discussion about how Cecil Holmes came to be contracted to the Institute. Roger 
Sandall suggests William Geddes was the connection. Bryson corrects this, stating 
that Holmes’ friendship with A.P. Elkin was the key factor in opening up 
opportunities for Holmes at the Institute. Mention of Cecil’s wife Sandra Le Brun 
Holmes. 

00:28:42 Ian Bryson speaks about Cecil Holmes’ work on behalf of the Institute including: 

 Djalambu (1963) – shot whilst Holmes was in Arnhem Land filming on 
behalf of the Methodist Overseas Mission. 

 Uwar (1964) – shot on Goulburn Island in collaboration with the 
anthropologist Jeremy Long. 

00:29:50 Ian Bryson speaks about Cecil Holmes making I the Aboriginal (1960) for ABC 
television and how material associated with this shoot, featuring male circumcision, 
was gifted to the Institute thanks to A.P. Elkin’s contacts in the ABC executive. 
An edited version of this material exists as a film titled Mainoru. 

00:30:33 Roger Sandall explains that Mainoru and Djalambu (1963) had by 1964 all been 
edited down to less than an hour in duration. Uwar (1964) had not yet been edited 
and Sandall recalls pressure from Fred McCarthy to produce a short version of the 
film along the lines of what Cecil Holmes had achieved with Djalambu (1963)  

00:31:41 Roger Sandall speaks about his experience of working under Fred McCarthy and 
McCarthy’s his lack of knowledge in the area of ethnographic filmmaking practice. 

00:32:54 At this point the interview is interrupted by “Philippa” who asks if anyone would 
like tea. Roger Sandall intimates to Philippa that the interview will be concluded in 
“ten minutes at most.” 

00:33:30 The conversation resumes and Roger Sandall again asserts that in his dealings with 
Fred McCarthy, McCarthy demonstrated little or no understanding of 
ethnographic film archiving practices. 

00:34:34 Ian Bryson speaks about correspondence that seems to indicate that Fred 
McCarthy had a greater level of knowledge than Roger Sandall gives him credit for. 
Mention of Frank Fenner in 1962 sending McCarthy articles of E Richard 
Sorenson in which the notion of the ‘research’ film is outlined in detail.  

00:35:19 Ian Bryson speaks about visiting Fred McCarthy, who had due to old age, no 
recollection of the work of the Institute’s Film Unit. 

00:35:41 Roger Sandall strongly asserts that Fred McCarthy’s understanding of ethnographic 
film didn’t extend beyond the work of C.P. Mountford and T.D. Campbell. 
Furthermore Sandall explains that when he joined the Institute as the principal 
filmmaker his work was measured against the work of Mountford and Campbell. 
Sandall was in no doubt that these were the type of films the Institute wanted him 
to make. 

00:36:24 Roger Sandall again is at pains to point out that whilst Fred McCarthy may have 
wanted this type of film, he had no understanding of what was involved in actually 
producing it.  
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00:37:21 Ian Bryson and Roger Sandall discuss two “shorter” versions of a ‘Budhera film’. 
Mention of Rod Adamson’s contribution to the editing of Uwar (1964). 

00:37:54 Ian Bryson speaks about the “politics of the secret,” and how particular figures 
came in for scrutiny and criticism – mention of Nicolas Peterson in relation to this 
for entering into verbal agreements with Aboriginal groups. 

00:39:01 Ian Bryson credits A.P. Elkin and Ronald Berndt in particular, as having the 
capacity to foresee the problems that would later emerge around secrecy and the 
filming of Aboriginal ceremonies. Bryson points out that Berndt was ahead of his 
time in advocated for the filming of daily life, face to face interaction, tool making, 
etc. rather than ceremonial life. 

00:40:04 Roger Sandall explains that during his tenure at the Institute any correspondence 
or communication from Ronald Berndt was directed to Fred McCarthy, due at 
least in part to the fact that in this period the film unit was seen as part of William 
Geddes’ fiefdom. 

00:40:40 Roger Sandall refers back to Bill Wentworth’s politicisation of secrecy in relation 
to the men only screening of Emu Ritual at Ruguri (1967) [discussed earlier, see 
00:16:40]. Sandall seeks to clarify his position, explaining that whilst issues of 
secrecy were by this time (1968) well known in academic circles they hadn’t yet 
permeated the Australian political arena. 

00:41:49 Ian Bryson speaks about books containing secret/sacred material that were 
withdrawn in the 1970s including C.P. Mountford’s Winbaraku and the Myth of 
Jarapiri (1968) and Catherine Berndt’s Women’s Rituals of Central Australia (?). Bryson 
explains how this contributed to broader public awareness of issues around 
secrecy.  Discussion about the inflationary effect of this on the prices of these 
books. Mention also of Mountford’s autobiography Monty (1972) and the 
photographs of Gnama featured in the volume. 

00:43:21 Roger Sandall asks what the current day “official view” of the Yuendemu people is 
in relation to the publication of these images.  

00:43:29 Tape cuts out. 

00:43:44 End of 043204 and end of Side B of field tape 21. 

 

RETURN TO ITEM LIST 
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043205 / ABC interview with Harry Martin and Cecil Holmes 

Performer/speaker(s): Cecil Holmes 

Personal subject(s): Andrew Pike, Sandra Le Brun Holmes, Reverend Colin Scrimgeour,  
Sir Benjamin Fuller, Henry Lawson, Frank Hardy, Ralph Peterson,  
John Huston 

Subject keywords: Film - Film making, Employment - Conditions - Industrial relations - Trade 
unions, Film – Ethnographic, Ceremonies, Media - Broadcast media – 
Television, Government policy - State and territory - Northern Territory, Race 
relations - Violent – Genocide, Documentary films—Distribution, Race 
relations - Violent – Genocide, Film - Technical issues, Literature and stories 

Language/people:  

Places: New Zealand (NZ), Northern Territory (NT), Yirrkala (East Arnhem Land 
SD53-04), Darwin (NT Top End SD52-04), Australia, United States (USA), 
Great Britain, Canada, Germany 

Notes: The copyright for this item is owned by the Australian Broadcasting 
Corporation. Permission must be obtained from the ABC prior to arranging 
onsite listening. 

Recording quality: Fair to good 

043205 / ABC interview with Harry Martin and Cecil Holmes 

Timing 
point 

Description 

 ABC radio interview between Harry Martin and Cecil Holmes recorded in 1974. 

00:00:00 Archive announcement. 

00:00:19 Ian Bryson records a tape ID explaining this recording was acquired from Andrew 
Pike from Ronin films and features Cecil Holmes in interview with the ABC 
broadcaster  Harry Martin. The original recording was made ‘off-air’ in early 1974. 

00:00:00 Cecil Holmes speaks about his early career in film with the New Zealand 
government Film Unit and a film he made there about a ship circum-navigating 
the New Zealand coastline. 

00:01:39 Cecil Holmes speaks about his interest in storytelling through the medium of 
documentary. He expands on his work with the Government Film Unit in New 
Zealand which included a film on hydro - electricity [Power from the River (1947)] and 
extensive experience editing newsreels. Holmes explains that this experience likely 
informed his belief that “… films are made on the cutting bench more than 
anywhere else.”  

00:02:34 Cecil Holmes speaks about Fighting Back (1949) a film he made for the trade union 
movement in New Zealand. Holmes explains that this was one of many films 
informed by his political radicalism and life-long commitment to the labour 
movement. 

00:02:57 Cecil Holmes speaks about how during his time in the Northern Territory he 
began making ethnographic films and how this was born of a life-long interest in 
indigenous cultures and peoples of diverse ethnicity. 

00:03:31 Cecil Holmes speaks pejoratively about his film I the Aboriginal (1960) describing it 
as “bland.” This leads to a discussion about the profound racism inherent in the 
representation of Aboriginal people at that time. 
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00:04:27 Cecil Holmes speaks about his wife Sandra Le Brun Holmes, their collaboration, 
her close connection to Aboriginal communities and the many close friendships he 
and Sandra forged with Aboriginal people in their time in the Northern Territory 
(1964 -68). 

00:05:04 Cecil Holmes makes reference to the films that he made for the Australian 
Institute of Aboriginal Studies (AIAS) and the fact that they are for the most part 
restricted from public screening due to their “… secret ceremonial nature.” 

00:05:22 Harry Martin and Cecil Holmes speak about the arrangements associated with the 
films Holmes made on behalf of the Institute. Mention also of a couple of films 
that Holmes made for television networks in this period, documenting the living 
conditions of Aboriginal people. Here Holmes is referring to his investigative 
report on the impact of mining at Gave on the people of Yirrkala for the ABC’s 
This Day Tonight in 1967. He also made White Men in Black Skins (1967) for the 
Seven Network. The film critiqued the Government’s assimilation policy. 

00:05:48 Harry Martin and Cecil Holmes discuss political pressure associated with 
government funded film to make “propaganda” films in support of government 
policy. 

00:06:06 Cecil Holmes speaks about the antagonism and obstruction that he faced from 
government agencies such as the Welfare Department in Darwin in making films 
about Aboriginal people. Furthermore Holmes explains that this has been the 
experience for other journalists, film makers and anthropologists seeking access to 
Aboriginal communities. 

00:07:15 Cecil Holmes speaks about The Islanders (1967) made for Film Australia. The film 
captures the song and dance of Torres Strait Islander culture and Holmes laments 
the fact that he wasn’t given the scope to focus on the societal crisis in Torres 
Strait at that time which he describes as “a kind of slight genocide.” 

0:08:01 Cecil Holmes speaks about the factors that led to him leaving the territory: 

 A desire to re-join the mainstream 

 tackle other social issues 

 engage with the technological changes that had happened in film and 
explore the possibilities that these changes afforded 

 travel abroad. 

00:08:33 Cecil Holmes speaks with mixed feeling about his two year stint as a director at 
Film Australia, his good experiences working with some members of staff but 
Holmes found the “restrictive” and “oppressive” atmosphere a barrier to the 
making of “serious films.” 

00:09:09 Cecil Holmes speaks about his first feature film Captain Thunderbolt (1951). Holmes 
explains that broadcaster Reverend Colin Scrimgeour was instrumental in securing 
funding for the film (£15 000) from Sir Benjamin Fuller. 

00:09:47 Cecil Holmes explains that in spite of the difficulty in obtaining a release for 
Captain Thunderbolt (1951) in Australia it was sold to overseas markets including the 
US, Britain, Canada and also West Germany, where it did particularly well – to the 
extent that by this stage Fuller had already “doubled his investment.” 

00:10:22 Harry Martin asks Cecil Holmes why, in spite of the financial success, more films 
weren’t produced in partnership with Sir Benjamin Fuller. Holmes explains that 
Fuller was disheartened by the lack of a domestic release. 

00:10:41 Cecil Holmes speaks about Three In One (1957) and its failure in financial terms – it 
only recouped half of the £28,000 it cost to make. 

00:11:01 Cecil Holmes gives an exposition of the film’s theme of ‘mateship,’ structured 
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around stories by Henry Lawson, Frank Hardy and Ralph Peterson.  

00:11:29 Harry Martin asks Cecil Holmes if he feels a sense of bitterness over the 
difficulties (particularly with regard to sales and distribution) he experienced with 
the Australian film industry. Holmes denies regret or bitterness and stresses the 
importance of living in the present and looking to the future. 

00:11:52 Cecil Holmes discusses Man Alone retitled as Call Me by My Proper Name 
(unreleased). Holmes speaks about the film’s budget - $350,000 and the storyline 
which was based upon a ‘real life’ case in which an Aboriginal stockman murdered 
his wife and badly injured the white stockmen with whom she had committed 
adultery.  

00:12:30 Cecil Holmes speaks about the reworking of this story, explaining that it was 
merely a starting point for the development of the screenplay. 

00:13:24 Cecil Holmes and Harry Martin speak about the ending of the film. Martin 
describes it as a “happy ending,” Holmes doesn’t agree describing it as ambiguous, 
citing the influence of Hollywood filmmaker John Huston. 

00:13:59 Cecil Holmes speaks about the distribution prospects for the film – mention of 
negotiations with Twentieth Century Fox in this context. 

00:14:23 Harry Martin speaks about the impending release of a slate of Australian films and 
asks Cecil Holmes if there’s a danger of “too many” films creating a glut in the 
market. Cecil Holmes is dubious about how many of these films will actually 
secure an Australian cinema release. 

00:14:54 ABC presenter back announces Harry Martin’s interview with Cecil Holmes. 

00:15:09 End of 043205 and end of Side A of field tape ‘ABC interview with Harry Martin 
and Cecil Holmes’. 

 
 

RETURN TO ITEM LIST 
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043206 / MacDougall interview 14.12.96 

Performer/speaker(s): David MacDougall, Judith MacDougall 

Personal subject(s): Peter Ucko, Roger Sandall, Bob Edwards, Fred McCarthy, William 
Wentworth, Peter Hamilton, Curtis Levy, Kim McKenzie, Dai Vaughan, 
Charles Stewart, Michelle Day, Anthony Forge, Michael Heppell, Nicolas 
Peterson, Geoffrey Mangatopi, Ian Viner, Warwick Dix, Eric Willmot,  
Pauline Gordon, Sunny Bancroft, Gordon Smith, Liz Bancroft,  
Margaret Mead 

Subject keywords: Film - Film making, Film – Ethnographic, Religions - Christianity – 
Missionaries, Photography – Ethnographic, Anthropology, Occupations - 
Public Servants, Government policy – Commonwealth, Language – 
Linguistics, Occupations - Pastoral industry workers - Drovers / Stockmen, 
Literature and stories - Non indigenous – Poetry, Settlement and contacts - 
19th Century, Mining industry – Asbestos, Race relations – Racism, Race 
relations - Violent - Massacres, murders, poisonings etc. - To 1900, Race 
relations - Violent - Massacres, murders, poisonings etc. - 1901- 

Language/people: Aboriginal, Native Americans, Bundjalung/Banjalang 

Places: Australia, Africa, Kenya, Turkana, Aurukun (Qld NW Cape York SD54-07), 
America, New South Wales (NSW), Redfern (Inner Sydney NSW SI56-05), 
Ballina (NSW N Coast SH56-03), Lismore (NSW N Coast SH56-03), 
Woodenbong (NSW N Coast SH56-02), Baryulgil (NSW N Coast SH56-06), 
Collum Collum (NSW N Coast SH56-06), Clarence Valley (9438), Wilcannia 
(NW NSW SH54-16), Canberra (ACT SI55-16), Europe, Casino (NSW N 
Coast SH56-03) 

Recording quality: Fair to good 

043206 and 043207 / MacDougall interview 14.12.96 

Timing 
point 

Description 

 Ian Bryson records a second interview with David and Judith MacDougall 
speaking about their work with the Australian Institute of Aboriginal Studies Film 
Unit.  

00:00:00 Archive announcement. 

00:00:25 Ian Bryson records a tape ID. 

00:00:32 Ian Bryson speaks about his thesis [later released as the book Bringing to Light – a 
history of ethnographic filmmaking at AIATSIS (2002)]. Bryson explains that the third 
chapter focuses on the politics of the Institute under Peter Ucko, and sets a 
framework for the interview that he is about to conduct. 

00:01:57 Ian Bryson asks David and Judith MacDougall about “participatory cinema” and 
whether they came to Australia in the post observational era keen to apply the 
principles of participatory cinema in their work for the Institute. 

00:02:41 David MacDougall broadly agrees with this premise and explains that they were 
already employing these principles in the African films they made immediately 
prior to arriving in Australia. 

00:03:13 Judith MacDougall qualifies this somewhat explaining that apart from exposure to 
the work of Ian Dunlop and Roger Sandall’s work they had no idea of what the 
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context in Australia would be like.  

00:04:03 David MacDougall recalls Roger Sandall advising he and Judith not to accept the 
invitation of employment from AIAS. David recounts Roger’s warning that 
whoever successed him would “be presiding over the final dissolution of 
Aboriginal culture.” 

00:04:43 Judith MacDougall speaks about her work with Native Americans whilst attending 
graduate school in the US and how this experience informed her expectations of 
the Australian context. 

00:05:59 David MacDougall recalls making a list of “possible film topics,” prior to arriving 
in Australia and how many of the ideas related to the Aboriginal experience of 
mission life. This leads to a conversation about the differences in the missionary 
influence in Australia compared with Kenya. 

00:07:02 Judith MacDougall recalls an idea to make a “longitudinal” documentary charting 
the development of a small group of children over an extended period. 

00:07:46 David and Judith MacDougall discuss the extent to which the notion of 
‘participatory cinema’ was informing their thinking as they took up tenure at the 
Institute.  

00:08:19 David MacDougall explains that he and Judith saw ‘participatory cinema’ as 
extending beyond the relationship and interaction of filmmaker and subjects to 
include the audience as well. By this time observational film making had ceased to 
be of interest to David and Judith. 

00:08:53 Judith MacDougall speaks about how she and David had envisaged facilitating 
video making in communities, whereby people could film ceremonies (for 
example) and then send videos to other communities, as a means of dissemination. 
David MacDougall explains that this idea had its genesis during their time in Africa 
where they’d thought of using half inch black and white reel to reel video as a 
means for people to connect the African equivalent of outstations with the 
homesteads. Mention of the Challenge for Change program and the Turkana film 
series the MacDougall’s made in Kenya. 

00:10:55 David and Judith MacDougall speak about the lack of community interest in this 
video making project both at Turkana and at Aurukun. 

00:11:36 Judith MacDougall speaks about shooting still photography for women at 
Aurukun who were keen to promote their craft work. Judith explains that this 
would have translated well to a video or multi-media project. The Aurukun women 
were willing, enthusiastic subjects but “nobody really wanted to get behind the 
camera.”  

00:12:46 David MacDougall speaks about changes in the hierarchy at the Institute. Mention 
of Peter Ucko’s arrival and the continued influence of Bob Edwards and Fred 
McCarthy. 

00:13:14 David MacDougall speaks about the Minister for Aboriginal Affairs Bill 
Wentworth and the salvage anthropology agenda that he sought to impose on the 
Institute. 

00:13:43 Judith MacDougall speaks about the isolation of the Film Unit (located on Mort 
St) from the main offices of the Institute (Lonsdale St), and how this was non-
conducive to interaction with other staff. 

00:15:01 Judith MacDougall speaks about the introduction of public service work structures 
to the Institute such as prescribed morning tea breaks and how this was 
incompatible with the day to day operation of the Film Unit. 

00:15:21 David MacDougall speaks about how the bureaucratic processes at the Institute 
were more onerous than anything he’d experienced in American Universities.  
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00:16:02 David MacDougall speaks about the “mess” associated with the Film Unit’s 
budgets which lasted 15 years up until the time he and Judith took over their own 
book-keeping. 

00:16:46 Ian Bryson reflects on how the Film Unit, up until the arrival of David and Judith 
MacDougall, was physically separate from the Institute. Bryson observes that 
under Peter Hamilton, Roger Sandall and Curtis Levy the Unit operated out of 
Sydney. Under the MacDougalls the Unit operated out of separate premises in the 
Canberra CBD. Bryson also perceives a divergence between the Institute’s research 
agenda and the activities of the Film Unit.  

00:17:53 David and Judith MacDougall explain that their first task following their 
appointment to the Film Unit was to facilitate the completion of Roger Sandall 
and Curtis Levy’s film projects. 

00:18:32 David MacDougall speaks about an idea that he’d had for total community 
engagement, whereby editing and post production would be completed on 
location. 

00:18:57 David MacDougall speaks about the role of the “third person” in the Film Unit 
and how whilst he and Judith had initially envisaged that this role would be filled 
by a dedicated editor this changed due to Kim McKenzie’s (who was recruited for 
the position) talents as a film maker in his own right. 

00:19:42 David MacDougall speaks about the recruitment of Kim McKenzie and why he 
was chosen above other applicants. 

00:20:12 David MacDougall explains that if an outstanding career editor had applied for the 
job they probably would have been chosen and the Film Unit would have evolved 
differently. Mention of Dai Vaughan and Charles Stewart in the context of this 
conversation about the editing of ethnographic film. 

00:20:29 David and Judith MacDougall speak about Kim McKenzie’s aversion to editing. 

00:20:44 David and Judith MacDougall speak about the administration of the Film Unit 
which they did themselves for the most part. Mention also of Michelle Day’s 
contribution to the administration of the Unit. 

00:21:48 David MacDougall speaks about how he and Judith had been recruited by Peter 
Ucko (Principal of the Institute) after seeing their films. David explains that Ucko 
recognised that they represented “a different way.” Ucko never tried to shape or 
control Film Unit projects as he was particularly drawn to the depiction of social 
interaction that was fundamental to the MacDougall’s approach to filmmaking. 

00:22:32 David MacDougall speaks about completing the Turkana films during the first 
couple of years of their tenure at the Institute and screening rough cut edits [The 
Wedding Camels (1979) mentioned as a specific example] to a select group of 
interested people that included Peter Ucko, Kim McKenzie, Anthony Forge, 
Michael Heppell and Nicolas Peterson. 

00:23:36 David MacDougall speaks about Goodbye Old Man (1977) as the one instance where 
he and Judith were directed by Peter Ucko to make a particular film and that this 
was the consequence of a previous commitment Ucko had made to Geoffrey 
Mangatopi. 

00:23:56 Judith MacDougall speaks about Peter Ucko’s love of politics and ‘political’ 
filmmaking and how he welcomed films made by the MacDougall’s like Takeover 
(1979) that had a political focus. 

00:25:12 Judith MacDougall reflects on how Peter Ucko’s predilection for political 
controversy created problems for him in his role as Principal of the Institute. 

00:25:36 David MacDougall speaks about how when he and Judith leaked footage of the 
then Federal Minister for Aboriginal Affairs Ian Viner to the ABC, they did so 
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with Peter Ucko’s knowledge and support. Further discussion about the political 
fallout from this – mention of Bill Wentworth. 

00:26:38 David and Judith MacDougall speak about Warwick Dix (Deputy Principal of the 
Institute during the MacDougall’s tenure at the Film Unit) And his lack of 
appreciation for the films they were making. 

00:28:14 Judith MacDougall speaks about how the support of Peter Ucko was integral to 
the work that she and David were able to do during their time at the Film Unit. 

00:29:04 David MacDougall speaks about the pressure that was brought to bare upon the 
Film Unit to produce “Institute products” and how this affected the Unit’s output. 

00:30:08 David MacDougall speaks about the feeling of instability at the Institute and the 
absence of “a strong intellectual agenda” – mention of the Walsh review in relation 
to this. 

00:30:58 David MacDougall speaks about the interrelationship between the Institute and 
the Universities in relation to research and funding arrangements. 

00:31:45 David MacDougall speaks about the Institute’s role as a “service organisation,” 
and the new Principal Eric Willmot’s agenda to push this even further by 
introducing Public Service work practices.  

00:33:36 David and Judith MacDougall speak about “the New South Wales films” and the 
factors that gave rise to this shift in focus – discussion about the expectation of 
Aboriginal people in New South Wales for a higher level of representation – 
mention of the linguistic and anthropological work being done in the area by 
Jeremy Beckett and others (unnamed). 

00:34:33 Judith MacDougall discusses the growing dissatisfaction among Aboriginal people 
that communities living in urban and rural areas were under-represented in film – 
mention of Redfern in the context of this discussion. 

00:35:05 David MacDougall explains how “the Aurukun films” opened the MacDougalls up 
to the rich culture and history of Aboriginal stock work and how they explored 
this further in some of “the New South Wales films” such as Collum Calling 
Canberra (1981). 

00:35:25 David and Judith MacDougall speak about research trips to Northern New South 
Wales to places including Ballina, Lismore and in particular Woodenbong, a 
fundamentalist Christian Aboriginal community. David explains that on this trip 
he’d been told about the Baryulgil asbestos mine and the employment it provided 
for Aboriginal people. This combined with the fact that there had never been a 
local mission or government settlement created a fairly unique circumstance for 
the Aboriginal population. 

00:37:10 David MacDougall speaks about meeting Pauline Gordon at Baryulgil and the 
Department of Aboriginal Affairs land acquisition program. Interest in the 
program led the MacDougalls to Collum Collum Station (which had been acquired 
under the program), where they met Sunny Bancroft and Gordon Smith and were 
struck by their dynamism. 

00:38:31 David MacDougall speaks about the way the film Collum Calling Canberra (1981) 
took form around the adversity Sunny Bancroft and the Gordon’s faced in trying 
to make Collum Collum station financially viable and how this was illustrative of 
the short-comings of many government programs designed to facilitate economic 
self-sufficiency for Aboriginal people. 

00:39:16 David MacDougall explains how Collum Calling Canberra (1981) was the focal point 
of the MacDougall’s filmmaking in the Clarence Valley region and the other Sunny 
Bancroft film ideas came out of that. 

00:40:00 David and Judith MacDougall recall being struck by Sunny Bancroft’s eloquence 
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and charisma. Sunny embraced the proposition of being the subject of a film. 

00:40:25 David and Judith MacDougall speak about their living arrangements during the 
filming of Collum Calling Canberra (1981) – they set up in a caravan and shared 
facilities from the main house at Collum Collum station. 

00:41:18 David and Judith MacDougall speak about their method of filming on Collum 
Calling Canberra (1981). 

00:41:54 Judith MacDougall explains that Liz Bancroft (Sunny’s wife) with her familiarity 
with country life was helpful in alerting the crew, in advance of moments and 
situations that were likely to be filmworthy.  

00:42:50 David and Judith MacDougall recall how Sunny Bancroft loved watching the 
rushes each night. 

00:42:56 David and Judith MacDougall speak about the working relationship of Sunny 
Bancroft and Gordon Smith and the way their personalities complimented each 
other. 

00:43:42 David MacDougall speaks about Sunny Bancroft’s inspirational effect on the 
younger men working at Collum Collum station and how he was able to transmit 
and pass on the culture of Aboriginal stock work. Mention of Stockman’s Strategy 
(1984) as the film that most thoroughly explored this theme. 

00:44:23 Judith MacDougall speaks about the muted response to the Sunny Bancroft films 
in Australia and attributes this, at least in part, to the fact that the films diverged 
from the media type-casting of Aboriginal people as victims. 

00:45:09 David and Judith MacDougall speak about a sense of outrage amongst non- 
Aboriginal filmmakers that they’d chosen to make a set of films about Aboriginal 
success within the ‘white’ economy rather than documenting social disadvantage. 
Mention of Wilcannia in the context of this discussion. 

00:45:42 David MacDougall states that he and Judith could have made a film about 
Aboriginal victims of the asbestos mine at Baryulgil had they wanted to conform 
to expectations.  

00:46:08 Tape rolls on - no content 

00:47:02 End of 043206 and end of Side A of field tape MacDougall interview 14.12.96. 

043207 / MacDougall interview 14.12.96 

 Continuation of a second interview that Ian Bryson recorded with David and 
Judith MacDougall speaking about their work with the Australian Institute of 
Aboriginal Studies Film Unit. 

00:00:00 Archive announcement. 

00:00:23 David MacDougall and Ian Bryson discuss Collum Calling Canberra (1981) and its 
place within the context of the other Sunny Bancroft films. Ian Bryson cites 
similarities between Stockman’s Strategy (1984) and an earlier film by the 
MacDougall’s To Live With Herds (1972). 

00:01:54 Ian Bryson gives his personal response to David and Judith MacDougall’s film 
Transfer of Power (1986). 

00:02:36 David MacDougall draws a thematic comparison between Stockman’s Strategy (1984) 
and Three Horsemen (1982). He compares the film on a structural level to Lorang’s 
Way (1979) and To Live With Herds (1972). 

00:03:06 David MacDougall speaks about screening Collum Calling Canberra (1981) and 
Stockman’s Strategy (1984) to overseas audiences. David recalls that Stockman’s 
Strategy (1984) was more enthusiastically received – mention of the Margaret Mead 
film festival. 
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00:05:06 David and Judith MacDougall speak about parochialism in relation to overseas (in 
particular American) audiences. The discussion considers how two films Collum 
Calling Canberra (1981) and Takeover (1979) that both focus on local issues have a 
different capacity to engage overseas audiences. 

00:06:14 Ian Bryson and David and Judith MacDougall discuss a scene from Collum Calling 
Canberra (1981) in which a representative from the Department of Aboriginal 
Affairs visits Collum Station. 

00:07:03 Ian Bryson and David and Judith MacDougall discuss the portrayal of the 
relationship between Sunny Bancroft and his wife Liz in Collum Calling Canberra 
(1981), Stockman’s Strategy (1984) and Sunny and the Dark Horse (1987). 

00:07:45 David and Judith MacDougall speak about their discovery of “white” Australian 
rural culture through Sunny Bancroft and his vast network of connections to that 
world. 

00:08:51 David MacDougall contrasts the “benign” character of the Clarence Valley region 
with “rougher” towns in New South Wales such as Bourke. 

00:09:07 Ian Bryson and David and Judith MacDougall discuss a scene in Collum Calling 
Canberra (1981) where the cattle from Baryulgil Square is to be merged with that of 
Collum Station. 

00:09:54 David MacDougall speaks about how the settler bush poetry of New South Wales 
had rubbed off on Sunny Bancroft. 

00:10:23 Judith MacDougall speaks about Sunny Bancroft’s astounding knowledge of the 
local area and its people – particularly the non-indigenous population. 

00:11:08 David MacDougall reflects upon how issues of race and social disadvantage 
shaped aspects of Sunny Bancroft’s personality.  

00:13:32 Judith MacDougall speaks about the settlement of the Clarence Valley region in 
Northern New South Wales and the grazier Edward Ogilvie who had an 
enlightened view with regard to the local Bundjalung/Banjalang people. 

00:14:43 Judith MacDougall speaks about Edward Ogilvie’s adoption of an orphaned 
Bundjalung/Banjalang boy and through this learned the local language and then 
began to employ Aboriginal stockmen. 

00:15:10 Judith MacDougall explains that the foundational influence of Edward Ogilvie, 
along with the employment opportunities at the Baryulgil asbestos mine afforded 
the local Bundjalung/Banjalang community something close to equal status in the 
town, right from the beginning of European settlement – mention of Sunny 
Bancroft’s father (identity uncertain but likely to have been Walter, Arthur or John 
Bancroft) as a legendary stockman at Baryulgil. 

00:16:05 David MacDougall speaks about how there was an acute awareness amongst 
Aboriginal people about the degree of racism they were likely to encounter in 
different towns in the region. Casino for example had a very poor reputation –
Clarence Valley by contrast was “more harmonious.” David describes this “as a 
kind of mental map of racism in the area.”  

00:17:03 Judith MacDougall speaks about the historical sources of this racial tension and 
wonders whether the massacres in different parts of Australia (Casino listed by way 
of example) have bled through and left a residue of racism and ill ease. 

00:17:55 Ian Bryson cites an article titled Media Friend or Foe written by David MacDougall 
for the Visual Anthropology Journal in which there is a reference to Ralph Rigby 
who worked with the Film Unit as part of an AIAS video fellowship. Mention of 
Ralph’s ongoing work with the Townsville Aboriginal and Islander Media 
Association. Mention also of Wayne Barker another indigenous filmmaker who 
worked with the MacDougalls. 
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00:19:15 Ian Bryson and David and Judith MacDougall discuss the narrative structure of 
Link-Up Diary (1987). David compares the strong narrative lines of Collum Calling 
Canberra (1981) and Takeover (1979) with the absence of narrative in Photo Wallahs 
(1991). 

00:21:01 Ian Bryson and David MacDougall compares the dramatic narrative structure of 
Link-Up Diary (1987) to what David sees as the essayist structure of Photo Wallahs 
(1991). 

00:21:41 Ian Bryson and David and Judith MacDougall discuss the ‘pick-up’ scenes that 
were shot for Link-Up Diary (1987). 

00:23:08    David MacDougall speaks about a hunger for experimentation that coincided with 
the making of Sunny and the Dark Horse (1987) 

00:24:34 Ian Bryson records an end of tape ID. 

00:24:54 End of 043207 and end of Side B of field tape MacDougall interview 14.12.96. 
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