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Supervisor:  Richard Lewis 

 

My thesis film for the Master of Fine Arts degree is a 23-minute documentary 

entitled Urban Blackfellas, a film that explores various lived experiences and issues 

affecting urban Aboriginals predominantly in and around Sydney.  The film engages with 

a set of characters as they navigate issues of Aboriginal identity within a dominant white 

Australian cultural landscape. This report traces the evolution of the filmmaking process 

for Urban Blackfellas, from its creation to completion. 
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Introduction 

 In 1988, Australia celebrated its bicentennial.  As part of the festivities, I was 

given, along with every primary school student, a booklet with a celebratory medallion 

that had an inscribed motto of “Celebrate ’88.” As students we were educated on the 

triumphs and tribulations of Australia’s history, albeit the Anglo-centric version of 

Australian history.  Captain James Cook was heralded as a hero for establishing a 

settlement on January 26, 1788 in Port Jackson with the First Fleet, a series of 11 ships 

containing marines and convicts. We were taught to celebrate the fact that Australia had 

come so far in so little time, from penal colony to one of the most multi-cultural countries 

in the world.  

 In 1990, the city of Sydney commenced its bid for the year 2000 Olympics 

Games. During the next three years until the announcement on September 24, 1993 that 

Sydney would host the Games of the XXVII Olympiad, school students participated in 

varying commercial endeavors to aid in the bid of the games. Competitions were held in 

schools for designs, anthems, mottos, emblems, anything that would contribute to the 

Olympic bid.  We were taught to embrace and celebrate the idea of Australia’s future on 

a global stage.  

 In 1991, the Council for Aboriginal Reconciliation was established through the 

Aboriginal Reconciliation Act. From that period, Australian primary education began to 

incorporate Aboriginal history and Aboriginal culture into the public education system. 

Included was a competition amongst school students for how to best integrate the 

Aboriginal flag, consisting of black, gold and red, into the existing Australian flag that 

proudly displays England’s Union Jack and the Southern Cross constellation. We would 
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have a couple weeks worth of lessons on the stories of the Dreaming (Aboriginal 

storytelling and spirituality), learn how to throw a boomerang, paint in the traditional 

ways, and listen to music laden with the sounds of the Didjeridoo or Yidaki. We met 

some Aboriginal people, who talked to us about the customary ways, how to live off the 

land with bush tucker, took us on bush walks and spoke of the more than 40,000 year old 

history of Aboriginal existence. We learned to celebrate Aboriginal culture, how it 

enriched Australia’s history, and why it made the country so unique. However, I was 

never taught how to understand or appreciate Aboriginals as a people. 

 On February 13, 2008, then sitting Prime Minister Kevin Rudd spoke in front of 

parliament with a 361-word apology, referred to as the “Sorry Speech” addressed to the 

indigenous population of Australia. Rudd in particular addressed what he deemed the 

“blemished chapter in our nation’s history,” referring to Aboriginals who comprised the 

Stolen Generations; the children of Australian Aboriginals and Torres Strait Islanders 

who were forcibly removed from their families by the Australian government and placed 

into church missions. At this junction in my life, I was working and living in Los 

Angeles.  I still followed Australian current events and was initially impressed by a Prime 

Minister’s recognition of wrongs committed by Australia towards Aboriginals, until I 

realized that it was in fact the very first formal televised apology, and remains the only 

public display by any top Australian government official acknowledging the ill treatment 

of Australia’s native sons and daughters.  As I would soon discover, the apology was 

simply words with no attachment to actions aimed at correcting the injustices.  

 Australians are known globally as a laid-back, “no worries” kind of people 

coming from a country with exotic animals, and a land of beauty and abundance. While 

growing up there, it never occurred to me, and I suspect this is would be the case for most 
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Australians, to question the image that we strive to uphold.  It was not until I lived abroad 

and distanced myself from daily Australian culture that I realized and understood the 

implications of imagery and stereotypes of everything Australiana.  When I lived in 

California, I once engaged in conversation with a man who was awe struck and 

fascinated by the fact that I was Asian and had an Australian accent.   He quickly added, 

“How is that possible? But you’re Asian, and you’re from Australia, isn’t that a white 

country?” My immediate reaction was to retort, “You know that the true Australians are 

not white either.”  Although his statements seemed naïve bordering upon ignorant, it 

resonated and caused me to re-examine my own perceptions of what it meant to be 

Australian. At this particular stage of my life, I was used to and enjoyed certain 

advantages of being foreign. I had done the Aussie tradition of backpacking, travelling 

extensively, experiencing different cultures far from the shores of Sydney. I had become 

a fairly typical young Australian, I embraced the fact that in my own mind, I was an 

aware and socially conscious global citizen, with all the privileges that came with it.  

When I transitioned into the news profession after my undergraduate studies, I 

worked for nearly 8 years as a photojournalist, travelling, photographing, covering 

current events and investigative pieces, either as a staff photographer or as freelance 

photojournalist, domestically in the United States and internationally in Central America, 

Europe and Southeast Asia.  In some instances on certain stories, I felt that I had a greater 

understanding of the socio-political issues of the area I was covering than the residents of 

the region. During this period, each time I would go back to Sydney for visits and 

holidays, I found that I was feeling at odds with myself with the knowledge that I was 

more aware of issues of my subjects and their homes than of the places of my childhood. 
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I am a visual person, a visual learner, and a visual communicator. After years of 

being surrounded daily but photographs, by imagery, I felt the need to examine my own 

identity through visuals. It was images that originally lead me to working as a 

photojournalist, it was the power of an image, to document, to captivate, to educate. I 

wanted to examine at least a facet of it, my national identity, the portion that most people 

were immediately drawn to, my accent; and with it, what it meant to me to be an 

Australian. Especially since I don’t look like anyone in the Australian tourism 

commercials.  

I became fascinated with Australian entertainment media, watching episodes of 

television shows, and movies that I watched in my youth. Also, critiquing and watching 

films considered mainstream successes worldwide that prominently displayed some 

aspect of Australian life. I was intrigued by the ways in which Australia as a country is 

represented through mass media.  The more I watched the more uncomfortable I was with 

my own previous lack of awareness, and how easy it was to spot the subtleties, and often 

blatant, racial discrimination presented.  Despite having the “White Australia Policy” 

until 1973, Australians take pride in the fact that they have one of the most multi-cultural 

countries in the world.  Yet, there is rarely any representation of other ethnicities, or even 

Aboriginals, in Australian broadcasts or films. In the few occurrences where there is 

representation, it is usually based on a stereotype, or a romanticized and/or exoticized 

version commodified and distributed by the mainstream white culture, without 

explanation or understanding of those individuals and cultures being appropriated.  

When it was time to start thinking about pre-production for a thesis film to fulfill 

the requirement for my MFA in Film and Media Production, I thought about all the 

reasons why I came to graduate school. Why I decided to leave a career as a 
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photojournalist to go to film school.  At the time when I applied, I had no idea what being 

a filmmaker meant, what it entailed and what the future would hold. I entered graduate 

school specifically to transition into documentary film production, to learn techniques 

and methodology on how to tell stories that both intrigued me and were socially relevant. 

Bringing awareness through a medium that communicated to mass audiences in a way 

that journalism no longer could. I wanted my thesis project to tell a story that was in 

some way personal to me. Not necessarily involving my own experiences in any form of 

a narrative structure, but to explore issues or to question things that I felt I had not fully 

comprehended before, and therefore, not truly respected. Unsure of the exact specifics of 

what and how it would develop or turn out, I knew that my thesis film was an opportunity 

for me to return to Australia, retrace some of my own footsteps, develop relationships and 

finally explore what it mean to be a conscious Australian. Part of answering these 

questions meant I needed to understand what Australia was, and to get to that point, I felt 

it necessary to understand what Australia meant to the original Australians, the people 

who the land actually belongs to, Australian Aboriginals. 

Urban Blackfellas is not the project that I originally envisioned as my thesis film. 

It evolved and developed out of circumstances and through the relationships I built with 

members of various Aboriginal communities, mostly on the east coast of Australia.  

There were very few things during this production that were set in stone, and it was ever 

evolving in true documentary fashion.  And though this was frustrating, as I never felt 

sure footed in any specific direction, there was one element that I did want to concentrate 

on and that’s the fact that I wanted the film to be shot and experienced through the verité. 

Perhaps this stems from my journalism background, where we have stringent ethical lines 

that do not allow for setting up anything, thus influencing or manipulating the situation 
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and therefore possibly changing the story.  Or perhaps it is because I feel like there has 

been a movement away from verité in documentaries and a concentration on making 

films which are more aesthetically pleasing but do not feel like they are being 

experienced with the subjects. The past couple of years in the program I have actively 

engaged in shooting both fiction narratives and documentaries, and concentrating on 

aesthetic and stylistic choices that create a theme or look for those particular films where 

I was the Director of Photography. Even on films where I gaffed, I still felt invested in 

the visual process and outcome. Although, those experiences and processes have been 

invaluable and immensely rewarding, I questioned my own ability to re-engage in a form 

of filmmaking that was entirely reactionary to the events that unfolded around me. 

Fundamentally, I have always been a photojournalist, even before entering the profession. 

Many decisions in my life have stemmed from pictures of photojournalists.  I view the 

world through the eyes of a photojournalist, and for my thesis film, I wanted to combine 

the things that I have learned from the film program with the core values and experiences 

of reportage. My thesis film would be experienced through the culmination of these two 

styles, and the best way to achieve this was to make the decision fairly early on that it 

would be a verité film. 

My thesis was born from an idea originally developed in the Spring of 2010 for 

my Producing class prospectus.  A film project titled The Kimberley was supposed to 

become my thesis film.  Urban Blackfellas came to fruition once I arrived back to Sydney 

to further continue my pre-production on Australian ground. The term “Blackfella” is a 

form of Aboriginal self-identification and is an accepted Australian colloquialism.  As a 

short film, Urban Blackfellas delves into aspects of Australian Aboriginal life, touches 

upon historical injustices, blatant racism, discriminatory political policies, and socio-
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economic injustices that have affected the Aboriginal population specifically. These 

political and social issues that affect Aboriginal communities and their people are rarely 

discussed or brought forth into the public arena and consciousness.  The reality is that the 

general Australian population, including myself while growing up in Sydney, largely 

ignores these issues.  

Despite Urban Blackfellas being a film that tells that story of Australia as 

experienced by Aboriginals, this film also sheds light on my personal story, because it 

has been my first true formal education in understanding Australia through the 

experiences and relationships I developed with my fellow Australians.  In this report I 

detail the specifics of the evolution and journey that lead me to Urban Blackfellas.  I 

explore how I allowed myself to be open to embracing the unpredictable nature of 

documentary filmmaking as I arrived at the film that has become my thesis. 
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Chapter 1: From The Kimberley to Urban Blackfellas: The evolution of a 
thesis film on Australian Aboriginals 

In the Spring of 2010, I developed the idea of The Kimberley, a film that would 

take me and the intended audience on a journey traveling across Australia from the 

Kimberley region between Western Australia and the Northern Territory to Sydney. The 

following is a shortened proposal of the original prospectus. 

 
TheKimberley, is a documentary film which explores issues of race, 

gender and identity of the young generation of Australian Aborigine women who 
choose to leave their outback townships for a life in the Sydney suburb of 
Redfern. With limited options and few economic opportunities, many townships 
and tribal communities in the Kimberley region of Western Australia and the 
Northern Territory are fraught with lack of nutrition, lack of education, lack of 
medical attention, alcohol abuse, poverty, and teenage pregnancy.  

TheKimberley as a documentary compares and contrasts the lives of two 
teenage Aboriginal girls from the same township in the Kimberley region, 
following one girl’s lived experiences in Redfern, a suburb populated by many 
Aborigines who have left their outback and bush homes. It is a suburb that is 
currently highly contentious as many long time non-Aboriginal Redfern residents 
demand government intervention for the “Aboriginal problem” that’s threatening 
to lower the value of their homes. Aboriginal Redfern residents in return struggle 
to gain acceptance in the inner city community, and find that governmental social 
support is slow and in some cases non-existent. In contrast, the alternate storyline 
follows the life of the other teenage girl who chooses to remain in the Kimberley 
township, to live the way of the ancestors and the “Dreaming” despite the fact that 
she will most likely become another teenage pregnancy statistic, and may live the 
rest of her life well below the poverty line. 

This film seeks to examine the social and political responsibility in the 
treatment of the indigenous population of Australia. Through documenting and 
exploring the trials and tribulations of two young Aboriginal girls in the process 
of womanhood as they define their place in a modern day Australian society, 
themes of identity, isolation, exploitation, cultural borders (both real and 
imagined) are brought to the forefront and inspected. With the first person of 
Aboriginal decent recently voted into the Senate, as well as the first woman Prime 
Minister, it is an interesting time in Australian politics. Many think that this may 
possibly be the making of a new era in Australian history, in its treatment of its 
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indigenous sons and daughters, and also in facing social issues concerning young 
women.  

Narrative strategies employed in sections of this film will include asking 
each girl to tell a story of themselves, of what they thought they would become as 
young women and weaving these stories through the film as a narrative thread 
much akin to the traditional Aboriginal Dreamtime stories that Australian school 
children grow up learning. The Kimberley navigates the girls’ lives through verité 
footage shot by the filmmaker as well as incorporating additional footage of the 
girls documenting their own lives with flip cams. Much attention will be paid to 
the Australian landscape, both geographic and social. Including showing all 
aspects of outback and city life.  The exploration of universal themes within the 
film makes it accessible to a broad global audience, and with attention paid to 
stylized visual element this film has the ability to appeal across the generation 
platform. There will be a strong emphasis on the visual components of the film, 
with the colors of the Aboriginal flag, consisting of black, red and gold having an 
influence on much of the footage. Visually it will also explore the hidden gritty 
areas of Sydney and of the “other” Australia of which most people are not aware 
and remains omitted in tourism campaigns.  

As a film, The Kimberley endeavors to give a voice to the continuing 
plight of Australian Aboriginals still struggling. Despite their culture being 
popularized and exploited for Australian tourism, and for public displays of 
grandeur such as the Sydney 2000 Olympics, Aboriginals continue to receive very 
little governmental support financially, culturally or socially. Young Aboriginals 
today struggle to find a place for themselves in either rural or city environments 
and have few options for education, or employment. Over the centuries, the ill 
treatment of Aboriginals have been widely ignored by the Australian public, with 
an official government apology coming only recently in 2008. The Kimberley will 
put personal faces on this largely ignored people, as the film will personalize their 
particular predicament through the eyes and lives of two young members of the 
Australian Aboriginal community at the cross roads of identity and culture.” 

 

Arriving in Sydney at the end of August 2011, I was aware that I still needed to 

do a significant amount of pre-production, which included finding specific characters that 

would be featured in the film. I almost immediately headed to Eveleigh Street situated 

next train station in Redfern where “The Block” is located.  Redfern, which is situated on 

Gadigal land, is considered part of Sydney’s inner city, just one railroad stop away from 

Central Station and Sydney’s Central Business District (CBD).  It has traditionally been 
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the center of the urban Aboriginal community since the 1920s, with the majority of 

families residing on what is today considered The Block.  

Throughout the 1980s and 1990s, The Block was synonymous with crime, drug 

and alcohol abuse, social degradation, and violence.  It was an area to be avoided by 

Sydneysiders. Almost all the news coverage that mentioned The Block was negative, 

from dilapidated housing to fires, drug overdoses and race riots. These images of Redfern 

and The Block are what most Sydneysiders have come to associate with urban Australian 

Aboriginals.  I remember instances walking past The Block, what it used to look like, and 

the general feeling of anxiety and disrepair of the place. My aunt, before she retired, 

worked in the main office for Australia Post, which is located in Redfern and close to The 

Block. When she and I discussed my plans for my thesis film, we talked about how back 

in those decades you would not walk in Redfern when it was dark and how taxis would 

refuse to go to areas of Redfern after sunset. The Block and Redfern itself was critical for 

me to include in my film, as it is the destination for Aboriginals from the outback or the 

bush once they arrive in Sydney.   

I was aware that there were plans to re-develop The Block, though I was unaware 

of the speed at which those plans had progressed.  From the Spring of 2010 when the 

original idea for The Kimberley developed, to the late summer of 2011 when I arrived in  

Sydney, the first stages of re-development of The Block had occurred. Most of the 

families that resided there had been relocated to other areas, such as Waterloo, 

Alexandria, Surrey Hills, and as far as Blacktown, and the majority of the buildings on 

The Block itself had been demolished.  Immediately I sought information on how to 

contact the families who used to reside on The Block.  At this point, I felt that The 

Kimberley was still a viable film as long as I could find the right subjects. But first I 
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wanted to know and understand what was to become of The Block and what the future 

would hold. 

I went to an office building located at the very edge of The Block, where I met 

with Lani Tuitavake, the general manager of the Aboriginal Housing Company Limited, 

an Aboriginal run company that over a period of 30 years purchased the land that is The 

Block housing development.  Lani explained the future plans for the new development 

for Aboriginal housing and the general re-development of The Block. During our 

conversation, we spoke about how the public perception of Aboriginal stereotypes was so 

deeply rooted.  Lani made a particular comment on how most people, when they hear the 

word Aboriginal, immediately think of “those out there in the bush. There’s got to be a 

place for the Blackfellas here in the city as well.”  This resonated with me, because half 

of my film was to be located in a remote township, yet most of the experiences of 

Aboriginal people that I had personally met over the years were all urban.  

Between the changes on The Block and the bizarre summer weather due to La 

Niña weather system, torrential downpours flooded many rural and suburban areas of 

north, west, and southern Australia.  The country experienced one of the wettest seasons 

on record. This caused the closure of roads and many regions, which I intended to travel 

to for my film.  However, these areas would remain closed for an undetermined length of 

time.  During this period when I was monitoring the weather systems, I continued my 

research, meeting with Aboriginal people in and around the greater Sydney area.  I met 

and spoke in depth with the former Aboriginal Police Liaison for Redfern, Derek Wilson 

who lead me to Christine Donnelly, the founder of Aboriginal Dance Theatre Redfern.  

Christine met with me on several occasions and talked about her experiences growing up 

black in Redfern and what it meant to be a Blackfella in the urban space. She also 
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suggested looking at the Aboriginal mission out in La Perouse, the northern head of 

Botany Bay, the place where Captain James Cook first landed. 

La Perouse, is located only 14 kilometers, or just over 8 ½ miles, from Sydney. 

The Aboriginal community in La Perouse had a very different experience from other 

Aboriginal communities in and around Sydney. Several Christian missions were 

established where most of the La Perouse Aboriginal elders from the community were 

born, raised and remain. Where Redfern was an area I experienced and remembered well 

from my youth, La Perouse and the Botany Bay area was also a place that I had some 

familiarity and was somewhat versed, due to the historical implications of its geography, 

being the point of first landing in 1770 by Captain James Cook. 

On the way back from one of the many visits out to La Perouse in the initial 

stages of pre-production I took a bus to the CBD and made my way to Circular Quay. 

This is the area most people who recognize anything about the Australian cityscape will 

venture, as on one side of the ferry docks lies the Sydney Harbour Bridge and on the 

other side on Bennelong Point, the Sydney Opera House.  One of the things that has been 

a constant for as long as I can remember is that there have always been Aboriginal 

performers, specifically didgeridoo or yidaki players, filling the Quay with sounds of 

Aboriginal music. I sat down on the grass, as I have done many times over the years and 

listened to the Aboriginal buskers or street performers play and sometimes dance. I 

became intrigued by the scene: tourists gathering to listen to the music, taking pictures, 

leaving money. I wanted to get to know these performers.  I wanted to understand their 

thoughts and what went through their minds and how they felt about being on display as 

the source of their livelihood.  
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The weeks went by and the weather systems only got worse and my access in and 

out of my intended locations disappeared.  As the chances of me being able to travel to 

the remote regions that I had planned on were decreasing, I started to reexamine the 

premise of the film. I realized, in part that I had also succumbed to the notion of 

Aboriginal presence and identity being tied to the outback and the bush when I developed 

The Kimberley. Due to circumstance and issues with locational access, I needed to re-

assess whether or not I would continue to produce a film about Aboriginal people.  

I sought advice from friends, family, acquaintances, and discussed the ongoing 

issues tied to producing and executing The Kimberley as my thesis. I was struck at my 

own inner circle’s lack of interest in the concerns and social issues that plague Aboriginal 

communities. Many conversations would quickly turn into discussions about how 

Australia has larger concerns and that the matters which affect these particular 

communities are not “our problem.” The litany of reasons people gave me as to why they 

believe that Aboriginal people do not have the economic, social or political currency that 

they desire were all deeply rooted in stereotypes such as drug addiction, alcohol abuse, 

and the lack of desire to participate in social conformity as productive members of 

society. It was out of these conversations that I decided I still wanted to continue to 

pursue a film on Australian Aboriginals because the reasons why I wanted to do the film 

to begin with remained. The questions still nagged at my conscience and the 

conversations I had with people only confirmed that this film needed to be made.  

It was critical for me to examine my own perceptions of Australian Aboriginality 

since I existed in a space where Aboriginals were very much the “other.”  It was fine to 

embrace aspects of Aboriginal culture but few Australians actually got to personally 

know any Aboriginal people and families.  I felt it necessary to determine first from 
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where my perceptions stemmed. It is often thought that most journalists simply go to 

cover a story and develop their relationships and expand their knowledge base on 

cumulative experiences in the field. However, when I used to work on long term 

assignments in arenas with which I was not familiar, I would often spend hours, days, 

weeks and beyond of my own time researching, reading, and watching any media on the 

topic that I could find.  I felt that being well informed made it easier for me to work as an 

objective journalist because the greater my knowledge base of all aspects of any given 

situation, event or story, the easier it was to not be intellectually or emotionally invested 

in any given direction, and thus be able to capture that which was occurring around me 

more truthfully as it was happening. Opinion, emotion and all other thought processes 

would be revisited, examined and developed after the fact.  But having the foundation to 

understand the story allows room for objectivity and truth.  

Since the process of research has been important and influential in my interaction 

with the world around me, I headed to Sydney University and the Koori Centre Research 

Library, with its comprehensive collection of resources and materials specifically on 

Indigenous Australia. Travelling by public transportation, I would get off the train in 

Redfern and walk past The Block to and from Sydney University daily. After weeks of 

research, finding that most of the materials predominantly discussed and showed imagery 

of Aboriginals in remote areas, with only a few references to Aboriginal people living in 

the city and urban spaces, I decided to stop by The Block on my way back home.  I once 

again met up with Lani Tuitavake.  We spoke in depth about the political and social 

issues surrounding the area and naturally progressed to discussing how we both felt 

Australia had changed in recent years. Particularly in the way it dealt with issues of race.  

I noticed that within conversations with academics at Sydney University, I often found it 
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difficult to engage in honest and open discourse about race, the word itself seemed as 

though it were taboo. It was as though Australia had some how moved towards a post 

racial social identity, without acknowledging the racialized experiences of its first 

peoples. There seemed to be no specific catalyst, nor any public discussion.  It was 

completely accepted and unspoken. This for me was an important discovery, as it quickly 

became apparent that there was an opportunity within this space for a film about 

Australian Aboriginal issues, with race relations being the underlying narrative spine.  
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Chapter 2:  Australia: “The Lucky Country” 

In 1964, author and social critic, Donald Horne published a book titled The Lucky 

Country. Since the book’s publication, Australia has often been referred to as “the lucky 

country.” Ironically, Horne’s book was a criticism of Australia in the 1960s, its 

mediocrity, lack of social awareness or innovation. The title of the book comes from the 

opening sentence of the last chapter, which fully stated, “Australia is a lucky country, run 

by second-rate people who share its luck.”  The very fact that most Australians misuse 

the phrase “the lucky country” as a term of endearment is telling of the general lack of 

public awareness and often blasé sensibilities. Given the social psyche and in order to 

execute a film on Australian race relations, it became clear that it was necessary for me to 

consider examples of Australia’s past issues of race.  

Australia’s gold rush in the 1850s and as well its sugar industry growth and 

expansion in the 1870s, created an influx of immigrants to Australia in an effort to meet 

the shortages in the labor force.  However, over the next few decades, labor union and 

public attitudes towards immigrants turned; with movements against foreign labor and 

immigrants influencing and moving into the political arena, culminating in The 

Immigration Restriction Act of 1901. Commonly referred to as “The White Australia” 

policy, the Act effectively restricted immigration as well as called for the removal of non-

Europeans from Australia should they be deemed of questionable character. In 1919, 

Prime Minister William Hughes, a long time advocate for the White Australia Policy, 

claimed the policy as “the greatest thing we have achieved.”  Commemorative medallions 

made from brass and aluminum were commissioned by the Australian Natives’ 

Association, whose membership was restricted to men of European descent who were 



17 

 

born in Australia. The round medallions, displayed “White Australia” written inside a 

cast of Australia with a band stating “Australia for the Australians” circling the 

Australian continent.     

 

Figure 1: Australian Natives’ Association Medal, circa 1910.1 

This White Australia policy, and subsequent supporting policies, greatly 

influenced Australia’s racially motivated treatment of non-whites.  Policies continued to 

pass in parliament through WWII, and would stay in effect until the passage of the Racial 

Discrimination Act of 1975, by Gough Whitlam’s Prime Ministership.  

Throughout most of modern Australian history, Aboriginals were not addressed in 

laws and policies until the 1967 Australian Referendum, which altered the Australian 

constitution enabling Aboriginals to be counted in the national census.  On May 27, 

voters supported the referendum by a resounding 90.77% in what many people and 

                                                
1Australian Natives’ Association Medial, from the Museum Victoria website, 
Mushttp://museumvictoria.com.au/collections/items/75752/medal-australian-natives-association-ana-
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scholars believe to be a turning point in the civil rights movement of Australian 

Aboriginals. Until this moment, Aboriginals were only considered to be part of 

Australia’s the flora and fauna. When Aborigines were not counted as people, they 

received no civil rights, thus the atrocities towards the Stolen Generations, the removal of 

Aboriginal children from their families and homes were considered fully legal acts by 

State and Federal agencies.  Australian Aboriginals were not recognized as citizens in 

their own country until 1967. 

In 1968, the Yirrkala people of the Northern Territory objected to a mining 

development proposal that would occur on traditional Aboriginal land. They legally 

challenged Nabalco (North Australian Bauxite and Alumina Company) and the 

Commonwealth. A ruling finally came in 1971, with Justice Blackburn of the Northern 

Territory Supreme Court ruling against the Yirrkala, stating: 
 
“…no doctrine of common law ever required or now requires a British  
government  to recognize land rights under Aboriginal law which may have 
existed prior to the 1788 occupation; that Aboriginal land rights in Australia were 
never expressly recognized…”2 

Representatives of the Yirrkala proceeded to appeal to Prime Minister William 

McMahon, who assured them that the Ministerial Committee would investigate the 

matter. Nine months later on January 25, 1972, a day before Australia Day, it was 

announced that the Committee concluded that there would be no Aboriginal title to land. 

In a reaction to the announcement, four young Aboriginal men, travelled from Sydney to 

the nation’s capitol, Canberra and established what would become the Tent Embassy. 

Michael Anderson, Billie Craigie, Bert Williams and Tony Coorey, set themselves on the 

                                                
2 ‘Commonwealth policy in relation to land and related matters’, 7 July 1971, file 29, Barry Dexter papers, 
Menzies Library, Australian National University, Canberra. 
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lawns of Parliament House under a beach umbrella and a makeshift tent with a hand 

made sign proclaiming the Aboriginal Embassy.  

 

 

Figure 2: Michael Anderson, Billie Craigie, Bert Williams and Tony Coorey establish the 

Tent Embassy on Australia Day, January 26, 1972.3 

 

The Tent Embassy garnered national media attention, and over the next six months would 

grow in the number of protestors and supporters of Aboriginal rights. Clashes occurred 

with the forced removal of the tents by police.  Arrests of activists only fuelled racial 

                                                
3 Photograph of the Aboriginal Embassy, Mitchell Library, State Library of New South Wales. 
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tension and sparked more media coverage. To date, a tin shed remains permanently at the 

location where the Tent Embassy was first established.  

  The most egregious act violating civil liberties of Aboriginal people would 

arguably be the forcible removal of Aboriginal children from their families from 1869 

until the 1970s, through the various state child removal acts. As depicted in the 2002 

theatrical drama, Rabbit Proof Fence, children were often taken away from their homes 

and most were placed in missions.  With the intent of assimilation and Christianization, 

once removed from their families, culture and language, children would be indoctrinated 

in the western ways. By the time they grew up most children, lacked the ability to relate 

to traditional ways and people and often intermarried. Many Australian historians and 

academics have theorized that such policies had a purposeful underlying intent to “breed 

out” the Aboriginal race.  Despite 100 years of child removal processes, the general 

public were largely unaware and uninformed of such wrong doings despite a 1981 

publication by Peter Read, The Stolen Generations: The Removal of Aboriginal children 

in New South Wales 1883 to 1969.  It was not until the 1997 publication of Bringing 

Them Home – Report of the National Inquiry into the Separation of Aboriginal and 

Torres Strait Islander Children from Their Families, that the Stolen Generations were 

finally brought to the attention of the mainstream public.   

It would take another eleven years before an official statement was released from 

the office of the Prime Ministership. The following is then Prime Minister Kevin Rudd’s 

words in their entirety, as presented on February 13, 2008 as the first order of business in 

parliament: 
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Today we honour the Indigenous peoples of this land, the oldest continuing 
cultures in human history. 

We reflect on their past mistreatment. 

We reflect in particular on the mistreatment of those who were Stolen Generations 
- this blemished chapter in our nation's history. 

The time has now come for the nation to turn a new page in Australia's history by 
righting the wrongs of the past and so moving forward with confidence to the 
future. 

We apologise for the laws and policies of successive Parliaments and 
governments that have inflicted profound grief, suffering and loss on these our 
fellow Australians. 

We apologise especially for the removal of Aboriginal and Torres Strait Islander 
children from their families, their communities and their country. 

For the pain, suffering and hurt of these Stolen Generations, their descendants and 
for their families left behind, we say sorry. 

To the mothers and the fathers, the brothers and the sisters, for the breaking up of 
families and communities, we say sorry. 

And for the indignity and degradation thus inflicted on a proud people and a 
proud culture, we say sorry. 

We the Parliament of Australia respectfully request that this apology be received 
in the spirit in which it is offered as part of the healing of the nation. 

For the future we take heart; resolving that this new page in the history of our 
great continent can now be written. 

We today take this first step by acknowledging the past and laying claim to a 
future that embraces all Australians. 

A future where this Parliament resolves that the injustices of the past must never, 
never happen again. 
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A future where we harness the determination of all Australians, Indigenous and 
non-Indigenous, to close the gap that lies between us in life expectancy, 
educational achievement and economic opportunity.” 

 

A future where we embrace the possibility of new solutions to enduring problems 
where old approaches have failed. 

A future based on mutual respect, mutual resolve and mutual responsibility. 

A future where all Australians, whatever their origins, are truly equal partners, 
with equal opportunities and with an equal stake in shaping the next chapter in the 
history of this great country, Australia.4 

The speech was a monumental moment in Australian history, and many Australians, both 

Aboriginal and non-Aboriginal, believed it would be followed by political and social 

change in Australia’s policies in Indigenous Affairs.  Rudd had done what no other 

former Prime Ministers before him would even acknowledge as part of Australia’s 

history.  The public reaction was overwhelmingly positive. The lawns of parliament in 

Australia’s capital city, Canberra, were crowded with Aboriginal civil rights leaders, 

elders, activists and supporters, who believed that Australia was finally ready to face the 

demons of its past and possibly be able to begin the reconciliation process with its 

indigenous population.  In the subsequent years since the speech and with the changing of 

the Prime Ministership to Julia Gillard, Aboriginal issues have taken a back seat, seeming 

to have completely disappeared from the mainstream concerns of parliament and off the 

public radar. 

                                                
4 Kevin Rudd’s “Sorry Speech”, Sydney Morning Herald Website, 
http://www.smh.com.au/articles/2008/02/13/1202760379056.html (accessed April 10, 2012) 
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 Australia’s history of political behaviors regarding minorities and indigenous 

peoples has largely been driven by blatant racism, and not until the 1970s has Australia 

sought to correct or recognize its wrong doings. With the exception of the 1967 

Referendum and the 1975 Racial Discrimination Act, Australia’s political views on race 

have remained unchanged.  Australian Aboriginals have not seen improvement in policies 

regarding their civil liberties or land rights. Although, the “Sorry Speech” was held in 

high esteem at the time it was spoken and had raised hopes, in retrospect and without 

further political or socio-economic reform, the speech was essentially a symbolic gesture. 
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Chapter 3:  Production, process of filming 

Since issues relating to race were clearly becoming the natural and obvious 

narrative thread of my film, the backdrop was easy to establish. Australia Day 2012 was 

the 40th Anniversary of the Aboriginal Tent Embassy.  I immediately realized that I 

would need travel from Sydney to Canberra to experience and document what it meant 

for Aboriginal people to continue making demands for civil liberties and land rights for 

more than forty years now. 

Until January 26, 2012 arrived, I needed to begin my production preparation.  My 

thoughts were consumed by the various conversations I had engaged in over the past 

months. The traps of stereotyping Aboriginal people were easy to fall into.  I wanted to 

make a film that did not follow the same path of so many others. If the film essentially 

still sought to trace my own education and understanding of Aboriginal people, I felt the 

best approach was to bridge that gap was to get to know the Aboriginal communities and 

people that I had grown up around, yet, never really interacted with. I made the decision 

to concentrate less on the outback and bush communities, and to examine the lived 

experiences of Aboriginals in the urban environment.  However, if I were honest, the 

decision almost didn’t seem to be entirely mine to make. The weather and mother nature 

caused regions to be closed off.  It was as though the land itself was dictating what film it 

wanted me to make.  In a sense, by wanting to make a film about Aboriginals, I needed to 

learn how to listen to the land in the way Aboriginal people did.  I have no doubt that The 

Kimberley, as a film will still be made, but my own understanding of Aboriginality had to 

start from where my interactions with Aboriginals first began, in Sydney. 
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I sought out the elders of Aboriginal communities to ask for their permission to 

pursue the film and spent several weeks learning how to respectfully communicate with 

members of the Aboriginal community. Aboriginal communities are immensely close 

knit and can be suspect of outsiders.  Engaging with Aboriginal people was easy, but 

earning trust and being able to film was a different matter and often quite difficult.  

Traditionally, Aboriginal people have an aversion to their image being captured, and 

although we live in a technologically driven society, there are those individuals who 

strictly refuse to be photographed. Earning trust took several months of continued 

community engagement, but once certain elders became interested in assisting with the 

project or were willing participants in the film, people in the community became much 

more open and candid.  

The proper form to address elders was one of the first things that I encountered 

and learned. Elders are referred to as either “Uncle” or “Auntie” followed by their first 

names. I found this to be interesting, as many Asian cultures follow the same social 

etiquette.  It was also important to learn of a person’s country. An Aboriginal person 

belongs to a particular people, a particular country, which has a specific language. With 

hundreds of different countries and languages all over Australia, when first meeting or 

interviewing a person of Aboriginal descent, it is respectful to ask: 

1) What is your name? 

2) What is your country? 

To inquire about a person’s country, is to recognize them as the traditional custodians of 

their land.  For instance, an Aboriginal from Sydney would be a Gadigal person from the 

Eora nation.  Knowing a person’s country was particularly important when getting to 

know urban Aboriginals. The most Aboriginal people in Sydney were migratory, coming 
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from other places or are Stolen Generations. There were very few direct descendants of 

the traditional persons of the many Sydney regions, due in part to the fact that many 

people of those nations in Sydney died from exposure to diseases shortly after 

colonization.  

 In deciding to stay with an urban story, I wanted to incorporate and investigate 

certain places and get to know people from those places that I had actively engaged with 

in the past. There were four particular places of interest that I hoped to pursue filming. 

Redfern was a natural choice, since it was in Redfern where I first engaged with 

Aboriginal people when I was growing up, and also because Redfern resonates with 

Sydneysiders as the center for urban Aboriginal people.  In Redfern I met and filmed the 

people of the Aboriginal Housing Company, Ltd; as well as individuals from the 

community center.  I was particularly fascinated by the Tony Mundine Boxing Gym, on 

The Block. The gym is named after one the great Australian legends of boxing, 

Aboriginal boxer, Tony Mundine, whose most notable fight was against Carlos Monzon 

in 1974 for the World middleweight title. The Mundine name is widely recognized in 

Australian sports, as Tony’s son Anthony Mundine is still a prize fighter in Australia. 

During the filming process, I would venture to say that shooting at the gym may 

be one of my favorites experiences. Everyone was extremely welcoming and inclusive, 

including Tony and Anthony Mundine. The gym’s manager Alex Tui was a world 

champion kick boxer.  It was remarkable to me how many champions trained or were 

brought up out of this small little building tucked away in the back corner of The Block. 

While it is still the most notable feature of Redfern, as the entire back exterior wall of the 

gym is painted with an Aboriginal flag, very few people ever get to discover what is 

housed in the building where the flag is painted. 
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Circular Quay was another place that I really wanted to capture. Circular Quay is 

the waterfront plaza of Sydney Harbour.  It is the major junction for ferries, cruise ships, 

trains, and buses. It is continually full with tourists who come to visit the Sydney Opera 

House, The Rocks, or the Harbour Bridge. From early in the morning until dusk, there 

have always been street entertainers, and in particular, didgeridoo or yidaki players along 

with Aborginal performers.  I approached one yidaki player, Gumeroy Newman who 

plays by the ferries six days a week. I was intrigued by how Aboriginal performers were 

using their culture to sell an Australian image to tourists.  In a sense they were taking 

back ownership of their culture and identity, dictating the commodification of their 

cultural representation at the Quay. As luck would have it, Gumaroy is part of a trio of 

entertainers including Norm Barsah and Terry Coombes, who perform two shows a week 

at the Australian Museum in Sydney, where the trio would literally be on display. 

I got to know Gumaroy and Norm very well on a personal level and got to meet and 

interact with them in their lives outside of performing, meeting their friends, family 

members and partners. With Gumaroy and Norm, I feel I developed a friendship that will 

continue beyond any films I make about them or about issues affecting them. I actually 

ended up spending the last few hours the night before I left Sydney in their company, just 

having a yarn late into the evening before hopping the train back home to pack for my 

morning flight the next day.  
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Figure 3: Norm Barsah plays the yidaki for the two weekly shows at the Australian  
Museum. 5 

   

Another place I wanted to shoot was La Perouse and the Botany Bay area. This 

region was the point of first Aboriginal contact with the British. The historical 

implications of the place were fascinating to me.  I wondered, had the interactions 

between Captain James Cook and the Bidjigal people in 1770 been different, perhaps a 

little hostile, if Australia would have been colonized at all. Many of the elders of La 

Perouse are part of Stolen Generations and were removed from their families as children. 

Although still within close proximity to Sydney geographically, it is a coastal area, and 

the experiences of Aboriginal people from La Perouse differs immensely from their 

closest neighboring Aboriginal community in Redfern, just over eight and a half miles 

away. Most people are unaware that despite Australia’s huge landmass, the majority of 

                                                
5 Screen shot from Urban Blackfellas during a performance at the Australian Museum on Wednesday, 
January 18, 2012. 
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the livable areas are actually on the coast, and although the perception is that Aboriginals 

are from the bush or the outback, in reality, there are huge populations of Aboriginals 

nations that were coastal people, and whose lives revolved around the seashores of 

Australia. I felt this was an important area to also get an understanding of and to meet 

people.    

The Tent Embassy’s 40th Anniversary in January was gong to be an interesting 

shoot just based on the significance of the event itself.  It was something that I knew I 

had to be a part of. I borrowed my aunt’s car and drove three hours south to Canberra to 

spend four days at the embassy. On the agenda were various rallies, corroborees, 

entertainment, and declarations. 

 

 

Figure 4: The Tent Embassy Australia Day protest in Canberra, January 26, 2012.6 

 

                                                
6 Screen shot from Urban Blackfellas during the Tent Embassy Australia Day protest in Canberra, January 
18, 2012. 
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What happened next on that Australia Day afternoon was completely unexpected.  

After the morning ceremonies, a protest march to the capitol, and lunch, a rumor 

circulated around the grounds that Prime Minister Julia Gillard and Opposition Leader 

Tony Abbott were at a nearby function. That morning, Tony Abbott had stated on a news 

broadcast that he felt perhaps it was time Aboriginal moved on, and he questioned the 

Tent Embassy’s relevance in modern Australian society. Abbott has a long and 

contentious history with the treatment of Aboriginal people and land, and has been 

monumental in stripping away or presenting policies to restrict Aboriginal native titles or 

land rights from Aboriginal people; and instead supported mining and various other 

endeavors for private commercial gain on traditional Aboriginal land.   

Abbott’s morning statements only fuelled more hostile feelings by those at the Tent 

Embassy and a portion of the membership marched over to the café where Prime Minister 

Julie Gillard and Opposition Leader Tony Abbott were celebrating Australia Day. The 

ensuing events, which included Gillard’s undignified rush out of the restaurant, being 

dragged and man handled by security and national police, resulting in her losing one of 

her shoes, gained national media attention.  The public outcry and backlash to the images 

of the “savages” against the politicians took center stage in Australian news. Being at the 

Tent Embassy and experiencing what was going on at the grounds versus what the media 

coverage showed was quite interesting to see the differences in what was perceived and 

what was actually going on. In my years as a photojournalists, I would go to a current 

event, photograph, bring back the best images and those were the ones that were 

published, the high stakes, the high emotion shots. I rarely had the luxury of time to stay 

to experience both sides simultaneously.  I realized the search for objectivity and truth as 

established ethics for my profession can often be overshadowed by the inability to assess 
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a situation from beginning to end, as well as the desire to provide fodder for a catchy 

headline.  I received phone calls from friends and family members checking if I was 

alright with all the ongoing violence that they had seen in the news, which to me was 

incredible. The only violence that I had encountered were by police towards people at the 

Tent Embassy and anyone with cameras, including myself.  Although I fully understand 

the position of the police in high emotional times, the only pushing, shoving, threats or 

indignant behavior that I experienced personally were not from people at the embassy but 

from the national security police.  

The Tent Embassy was an education for me as a filmmaker, but also as an 

Australian. It made me very aware that the general Australian public really only pays 

attention to issues affecting minority groups, when large-scale eruptions occur.  Previous 

to the Gillard and Abbott incident, there really hasn’t been any coverage of the Tent 

Embassy and its yearly gathering for the past forty years. The fact that this year was 

confrontational made it worthy of public attention. Despite the fact that for the past four 

decades Aboriginal people have gathered at the Tent Embassy yearly to make the same 

demands for equality and rights.   

 During the shooting process itself, I encountered some challenges in doing a film 

where I was producer, director and also the cinematographer all rolled into one. Having 

to divide time to multi task and conduct all aspects of production without an established 

network was difficult. From considerations of workflow, especially since I was working 

on another continent with different voltage considerations, to needing camera gear that 

could shoot in NTSC vs. the Australian PAL standard, since my post-production would 

be done back in the United States. It became very taxing to wear all the different 

production hats that were necessary to complete the film.  



32 

 

Filming in essentially a tent city with not much public utility or electricity was 

challenging for finding ways to charge my batteries or to download cards. There were a 

few power outlets that were run around the camp, but there was always a long line of 

people waiting. There were a few concerns that I had, not only did I need to be able to 

download cards, but I needed to be able to make multiple backups in the event of failure 

of a drive. I learned very early on that I would need to change my shooting set up and 

package in the amount of media and batteries I need to carry, to figuring out a better 

digital workflow when time and utility is limited. The next time I pursue a documentary 

shoot, what I carry with me will have been greatly influenced by my experiences at the 

Tent Embassy. 
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Chapter 4:  Post Production  

There are definite advantages of digital media, from cost effectiveness, to not 

having to carry countless tapes, and only needing a couple portable drives. The 

disadvantage is when that media is corrupted or when hard drives fail, and then panic sets 

in that you may not be able to retrieve important shots. Unfortunately, I encountered 

corrupted media, had two hard drive failures, as well as a computer crash all during my 

post production process, which set me back an enormous amount of time. It took at least 

four days to find a work around to be able to retrieve information from the corrupted 

media, which naturally was the most important card of footage that I had captured from 

the Tent Embassy, because Murphy’s law always prevails. Technical difficulties aside, 

the post-production process has always been my Achilles’ heel.  

During my entire graduate school experience, there has been a clear trajectory of 

my applied skills improving over the course of the years. The one area in which I 

continue to struggle is the editing process. Editing is not intuitive to me. Looking at raw 

footage, finding the narrative links, transitions and putting it all into a timeline to create 

the story is always an uphill battle. In general, I can edit other people’s footage from a 

rough cut onwards, but cutting anything I worked on has been fraught with nothing but 

headaches.  I was determined on this film to not be the primary editor, as I felt very early 

on that I would probably stand in my own way in the entire creative process. Yet, due to 

my own personality traits, I found it difficult to relinquish control over to another person 

to edit and determine what my film would become. I am grateful that Amanda E. Gray, 

who became the primary editor late in the post production process has been able to find a 

balance in patience and force when dealing with me and my directions with how the film 
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was being cut; and also for being able to re-direct my attention to other things after I 

decided to go in and re-cut certain scenes myself which inevitably ended up butchering 

all the progress that had been made. This process has taught me that I am not an editor, 

and I should probably stay out of the editing suites in general until the late stages of post-

production.  Either that, or just never cut my own work.  

The one area of post production that I didn’t need to worry about was music. I had 

filmed performers and musicians and had plenty didgeridoo and other Aboriginal music 

to use for the film. In an interview at the Tent Embassy with musician Joe Geia, a Murri 

man, famed for composing and recording the song “Yil Lull,” I was surprised and 

humbled when Joe wanted me to record him singing and performing his famous song to 

be used for the film.   

In every post production process I have always felt as though I simply needed and 

could use more time, and Urban Blackfellas has been no exception. No matter how many 

sleepless nights, or how many steps forward I seem to be taking, there was always 

something that just made it feel like I was taking a step backwards. I feel that I definitely 

get too attached to shots or things because I was there and know what efforts it took to 

capture them. That sort of emotional tie to material has been thoroughly detrimental when 

trying to make difficult decisions in the cutting process. The nature of filmmaking and 

the creative process is that it is ever changing, and in the confines of an editing suite, 

change is abundant. That is one area in which I need improvement, learning how to 

embrace the changes that occur. 
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Chapter 5:  Conclusion 

I believe that Urban Blackfellas, as a film on Aboriginal life and identity, will 

challenge a lot of people’s preconceived notions and stereotypes.  My intention and hope 

is that the audience will experience the world that Aboriginal people navigate in a new 

light. There has been comment about what constitutes being a “Blackfella,” on what 

Aboriginality identity entails. Urban Blackfellas, does focus on several light skinned 

Blackfellas, and I think this is important for the general viewership to understand that 

identity of Aboriginals are deeply rooted in culture, land and language. Through the 

various discriminatory policies in Australia’s history at some point or another, all three of 

those fundamental things that comprise Aboriginal identity have been actively sought for 

eradication and removal from its people. Successful campaigns have been waged in 

separating children from families, indoctrinating Aboriginal kids into an Anglo centric 

society, and the people of and descendants of Stolen Generations are largely interracial 

Aboriginal people, who now often find it difficult to define and traverse their own 

Aboriginal identity because of political actions. These borders and identities are not 

examined in Australian media and Aboriginal people on the fringe are a largely ignored 

population, as most films on Aboriginals still concentrate on remote outback Blackfellas. 

This is a film that I hope ventures into the education system, to be able to inform a 

younger generation of Australians so that we don’t continue to perpetuate the same 

stereotypes over and over again. I hope that it is a film that informs non-Australian 

audiences that there is more to Aboriginal people than what the tourism commercials 

show. But mostly, it is a film for the subjects featured in Urban Blackfellas. This is their 

plight, their story, and I was privileged to be invited to experience their world.  
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Urban Blackfellas, is a jumping off point. I will continue to work on other film 

projects on Australian Aboriginals, and already have an upcoming collaborative project 

with a young Aboriginal filmmaker who does both fiction and documentary films.  My 

education of the world of Aboriginals has only just begun with Urban Blackfellas.  In the 

future, I hope that the films I make about Aboriginal people and their lives will be less 

about challenging stereotypes and begin to focus more on individuals. That can only 

occur if our understanding and interaction with Aboriginals moves beyond racial 

prejudice and discrimination.  I hope that this film is at least a step in the right direction 

in breaking away those deeply established social fissures.  

I entered graduate school in a film program willingly and with high hopes, but if I 

were honest, I was also very skeptical. The dividing lines between journalism and film do 

not appear to be large but in reality, they have very different foundations and intentions. 

In entering the MFA program in RTF, I had the specific objective of doing documentary 

films, with no real interest in the narrative fiction coursework or requirements that are 

built into this particular program. I had the notion of thinking that I was a journalist 

coming in, and would leave a journalist, just hopefully with a better skill set. I had 

reservations and concerns about losing my instincts and humanity as the film world 

seemed concentrated on the effective choices of the filmmaker and less concentrated on 

the subject of their films. 

After an initial difficult introduction into the world of film, especially within the 

academy where at times I felt completely lost and out of place to the point of questioning 

my decision to attend grad school to begin with, I decided to approach the entire 

experience differently. Instead of being combative with the elements of the program that I 

had initially thought would be less advantageous to my overall growth, I instead tried to 
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embrace them. I worked on narrative short fiction film sets as either the Director of 

Photography or as a Gaffer more times than I have actually shot documentaries in the 

past few years. I have read scripts and was forced to learn how to deconstruct stories, 

produce and write a film prospectus.  Having a minor requirement initially seemed like 

an unnecessary procedure but attending classes in Anthropology, especially in the field of 

visual anthropology, greatly assisted in my understanding of the story and the effects of 

visuals on perception and audience. All these various stages that I have had to maneuver 

throughout this program have positively influenced the filmmaker that I am becoming. 

Urban Blackfellas, as a film would not have been possible without all the frustrations and 

lessons learned from the mistakes and problems in the processes of making my KA film, 

Art and Miss Hoover, my KB film, The Doctor, and my pre-thesis, Revolutionary 

Microphone. My thesis film would also not have been possible without the cumulative 

knowledge base, technical skills, and critical thinking methods that I have had the time 

and encouragement to develop over the course of my formal graduate education.  

The films I will continue to make in the future will be influenced by my years as a 

journalist and by my years as a graduate student. I have discovered that although my 

initial fears were valid, there is room available where my effective choices as a 

filmmaker can and should co-exist with the needs and stories of my subjects. If anything, 

that creative space does not diminish, but only adds to my humanity, and, as a result, 

enriches the films produced. 
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