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Using an example of your choice discuss the issues that arise in the presentation of a site or collection which could be termed ‘difficult heritage’. 

[bookmark: _GoBack]‘We [the Aboriginal peoples] are well aware that many people 
have dedicated their time, careers and their lives showing 
what they believe is an accurate picture of indigenous 
peoples. We thank you for that, but we want 
to turn the page…’

- George Erasmus, 1988


Difficult heritage deals with problematic pasts, uncomfortable and contested histories. When museums wish to present selected histories, they may have to deal with issues such as war, violence, atrocities, colonisation and oppression. In a workshop on ‘Dealing with difficult heritage, educating on history’, held by UNESCO in 2011 the problems in representing difficult heritage were highlighted in this event through the following questions: 

‘How does a museum and a nation deal with a legacy? How are contemporary identities negotiated? How can a history museum bring a national community to examine and seek answers to collective questions? Who is included and excluded? Is a history museum a place of reconciliation?’[footnoteRef:2] [2:  ‘Dealing with Difficult Heritage, Educating on History in South-East Europe | United Nations Educational, Scientific and Cultural Organization’ <http://www.unesco.org/new/en/venice/about-this-office/single-view/news/dealing_with_difficult_heritage_educating_on_history_in_sou/> [accessed 29 April 2018].] 

This workshop aids in explaining the fundamental issues faced by museums and cultural sites in representing difficult heritage in the appropriate manner. 
The representation of the history of Australian Aboriginal people presents many problems in terms of their historical legacy; the way in which their identities have been misrepresented, how they have been excluded in many forms from the national community and how their voices have been ignored or obscured in the majority of the representations of Australian cultural history.
Difficult heritage is described by Sharon MacDonald as that which is concerned with the histories and pasts that would not fit easily within the self-identity of a group whose histories are represented.[footnoteRef:3] The presentation of difficult heritage potentially disrupts the affirming positive self-images which were perceived beforehand, as well as being a threat in which social differences and conflicts may open up. In Australia, the white Australian national identity could be damaged or threatened by the acknowledgement of past atrocities that were performed against the Aboriginal communities who inhabited Australia before its colonisation by the British Empire. This may in turn cause division rather than to lead to reconciliation due to the fact that reconciliation ‘implies that former adversaries shall come to terms with each other’[footnoteRef:4] Difficult heritage ultimately deals with the unsettling histories rather than those which are perceived as heroic.  [3:  Sharon Macdonald, Difficult Heritage: Negotiating the Nazi Past in Nuremberg and Beyond (Routledge, 2010).]  [4:  Annette B. Fromm editor, Vivien Golding editor, and Per B. Rekdal editor, Museums and Truth (Newcastle upon Tyne, UK: Cambridge Scholars Publishing, 2014).p.26] 

Understandably when heritage organisations and institutions attempt to present contested histories, problematic scenarios can arise. Paul Ashton and Paula Hamilton state that there has been an increase in renegotiations of histories meaning that the categories of victim and perpetrator can shift in unexpected ways.[footnoteRef:5] Ashton and Hamilton highlight and distinguish the differing periods in which Australia has made an effort to mark and interpret its past.[footnoteRef:6] This is shown through the fact that while Aboriginals wrestled with their legacy of colonial oppression, this was obscured in the manufacture and display of a more acceptable state memory.[footnoteRef:7]  Ashton and Hamilton believe that despite the ongoing conflicts between the white Australians and the Aboriginal people, the significance of the majority of cultural heritage sites will lie in the creation of space which can be used to inform as well as create a ‘platform for debate.’[footnoteRef:8] This reveals the important role of a museum as a place of reconciliation following a contested history. Nugen, a historian for indigenous history, highlights how the Aboriginal people had made an effort to ‘limit the power of colonial storytelling to hurt and dehumanise them.’[footnoteRef:9] Heritage representations create and present a narrative of the past, and it is important that the communities that are being presented are not excluded from the creation and interpretation of their own narrative. 
This essay focuses on the way in which the aboriginal histories are remembered within the Brambuk National Park and Cultural Centre in Gariwerd, Victoria and the ways in which it manages the issues associated with presenting difficult heritage, in particular the ways in which it attempts to reconcile the conflicted history of the nation.  [5:  Daniel Walkowitz and Lisa Maya Knauer, Contested Histories in Public Space: Memory, Race, and Nation (Duke University Press, 2008).p.13]  [6:  Walkowitz and Knauer.]  [7:  Walkowitz and Knauer.]  [8:  Walkowitz and Knauer.p.87]  [9:  Maria Nugent, Botany Bay: Where Histories Meet (Allen & Unwin, 2005).] 

Brambuk is situated in the Gariwerd region, a site where there is a diversity of interests struggling over the representation of space.[footnoteRef:10] The site of the cultural centre consciously acknowledges these diverse interests, while at the same time demonstrating how the site is Aboriginal. Brambuk is an embodiment of the local Aboriginal people’s relationships with their familial land. The sites position, exhibitions and cultural tours represent an attempt to demonstrate that Gariwerd is an Aboriginal place. Within this, Brambuk is challenging the historically dominant framing of the area as a non-Aboriginal settler space.[footnoteRef:11] In doing so, Brambuk consciously engage with that debate which is at the heart of Aboriginal cultural representation. [10:  Ceridwen Spark, ‘Brambuk Living Cultural Centre: Indigenous Culture and the Production of Place’, Tourist Studies, 2.1 (2002), 23–42 <https://doi.org/10.1177/1468797602002001095>.]  [11:  Spark.p.24] 

Brambuk presents itself as a living cultural centre rather than a history museum and as such, it invites an ongoing conversation about Aboriginal peoples and their place in the modern world. It becomes a place of contact for such debates. James Clifford, introduces the picture of a museum as a contact zone, defining the zone as related to colonial encounters and contact as ‘an ongoing historical, political and moral relationship, a power-charged set of exchanges of push and pull.’[footnoteRef:12] Clifford’s introduction of a museum as a contact zone indicates a change in the way museums are perceived. Previously, they were a place to root people in a stable national narrative, now, there is the prevailing image that the museum works through fluidity.[footnoteRef:13] This can be explained with the idea that museums are rarely neutral institutes, they are continuously altering, and intricate political entities formed by the social order in which they are located.[footnoteRef:14]
In the past, community-based museums established by immigrant communities have had a tendency to be nostalgic memories of the past. The establishment of a museum can provide a means of recalling what has been lost, alongside attempting to preserve traditional skills and knowledge. [footnoteRef:15]  In Australia, Aboriginal peoples have started to adopt and alter the European museum model for their own uses and a substantial number of Aboriginal cultural centres and ‘keeping places’ have been established. [footnoteRef:16] In an interview, Geoff Clark specified that a state still holds a moral obligation to provide a museum as controversial as an aboriginal museum, due to the fact that it is needed to educate and create awareness.[footnoteRef:17] Although not following the European museum model, The Brambuk National Park and Cultural Centre is a heritage site dedicated to the culture of Australian Aboriginal peoples. The site is a self-defining response to traditional European cultural interpretations. Traditionally, European interpretations of Aboriginal people present them as an ancient culture, often featuring notions of ‘the noble savage.’[footnoteRef:18]
The Brambuk makes clear that Aboriginal people, rather than others, should be the ones to present and offer interpretations of their own cultures. Post-Colonial museums often interpret the Aboriginal culture ‘as a dead culture, an ancient culture… something which needs to be protected rather than maintained.’[footnoteRef:19] This clearly is not the case and the Brambuk makes the living nature aspect of its presentation clear through the talks and demonstrations given by Aboriginal peoples about their culture. But also, through the crafts and products they create and sell on site, alongside the book shop, which provides information on their political issues. Through this, visitors become aware of the fact that the Aboriginal culture is very much alive.  [12:  James Clifford, Routes: Travel and Translation in the Late Twentieth Century (Harvard University Press, 1997).p.192]  [13:  Katrine Tinning, ‘The Ambivalent Potentiality of Vulnerability: Museum Pedagogy in Exhibitions on Difficult Matters and Its Ethical Implications’, 2017 <http://portal.research.lu.se/ws/files/34452788/The_Ambivalent_Potentiality_of_Vulnerability._Katrine_TInning.pdf> [accessed 29 April 2018]. P.28]  [14:  Tinning.p.28]  [15:  Moira G. Simpson, Making Representations: Museums in the Post-Colonial Era, The Heritage, Revised ed. (London: Routledge, 2001).p.107]  [16:  Simpson.p.23]  [17:  Geoff Clark, Interview with Geoff Clark, Chairman of the Framlingham Aboriginal Land Trust, 1993.]  [18:  Simpson.p.128]  [19:  Simpson.p126] 

There may be a negative stigmatism around Aboriginal culture when it comes to the views of white Australians, and what they believe to be the truth. However, the museum is there to show the truth from the views of the Aboriginal people whilst providing them with a voice against historians’ reinterpretation of Australia’s frontier history and the relationships between the coloniser and colonised.[footnoteRef:20]  Ashton and Hamilton note the irony of the nationalisation of the Aboriginal histories. They believe that by moving it to the centre of the national narrative, they are giving Australia a deeper history than it previously showed.[footnoteRef:21]  Brambuk has a role to play in the restorative aspect of an inclusive history within Australia. By opening the cultural centre, they are expecting a wide variety of visitors. The centre can be seen as something which enriches rather than threatens.  [20:  YUNXIA ZHU and FRANCESCA BARGIELA-CHIAPPINI, ‘Balancing Emic and Etic: Situated Learning and Ethnography of Communication in Cross-Cultural Management Education.’, Academy of Management Learning & Education, 12.3 (2013), 380–396 <https://doi.org/10.5465/amle.2012.0221>; Simon J. Knell, Suzanne Macleod, and Sheila E. R. Watson, Museum Revolutions: How Museums Change and Are Changed (London ; New York: Routledge, 2007).]  [21:  Walkowitz and Knauer.p.13] 

Traditionally, Aboriginal peoples are prone to preserve ‘Keeping Places’ which are used to store secret and sacred materials within their communities.[footnoteRef:22] Simpson states that these items customarily were ‘stored away in caches in caves or rock shelters.’[footnoteRef:23] This coincides with the characteristics of Australian Aboriginals, who have been said to be the most unmaterialistic communities in the world, meaning that they are unconcerned with the preservation of cultural materials due to the danger of interfering with the spiritual dimensions of all objects.[footnoteRef:24] This leads to the idea that the Aboriginal peoples would be primarily opposed to the notion of creating a museum collection within their culture as important cultural items would be sacred and hidden rather than be made public.
However, Aboriginal people have started to accept the idea of museums and have started to create their own museums and cultural centres such as the Brambuk. These are used as educational facilities in which Aboriginal communities are able to communicate their cultural history to non-Aboriginal communities.[footnoteRef:25] Although centres such as the Brambuk cultural centre have been created, they have been done so for specific reasons and are generally devoted to the collections from their own communities this strongly contrasts with European museums wherein collections often have a wide-ranging nature concerning cultural objects and history from several countries around the world.[footnoteRef:26] Another way in which museums created by Aboriginal communities significantly differ from the western museums is due to the fact that the majority of the objects continuously fulfil their original function, and are regularly used.[footnoteRef:27] This again reinforces the message the Brambuk wishes to communicate that the Aboriginal cultures are not dead but living. [22:  Christina F. Kreps, Liberating Culture: Cross-Cultural Perspectives on Museums, Curation, and Heritage Preservation, Museum Meanings (London: Routledge, 2003).p.67]  [23:  Simpson. p108]  [24:  Kreps.p.67]  [25:  Kreps.p.67]  [26:  Kreps.p.67]  [27:  Simpson.p.113] 

Nostalgic representations of the past often deny the ongoing living culture of Aborigines in Australia today, attempting to preserve and fix it in a politically comfortable way. The Brambuk centre was put in place to provide a holistic view, a place to get a glimpse into the Aboriginal lifestyle, philosophy, thinking, tradition, culture and heritage.[footnoteRef:28] The ongoing lifestyle up to the present day. Rather than the ‘stone implements that are normally seen in museums.’[footnoteRef:29] 
Historically, heritage sites in Australia have ignored and hidden the full extent of the injustices suffered by the communities they attempt to represent. The Australian museum website presents the struggles of the aboriginal people as something which was fleeting, and which is not perceived as a serious injustice against their traditions and ways of life. It states that there was colonialism but avoids the atrocities which came with it.[footnoteRef:30] Instead, the museum focuses on the art of the Aboriginal people, a topic which can be deemed simple heritage. This is linked heavily with western ideology when regarding museums. Simpson suggest that the traditional view believes that a museum should just be a collection of objects which have been removed from their arena of active participation in cultural affairs to a place in which they are put on public display to be preserved for generations.[footnoteRef:31] An example of this is the University of Edinburgh, which previously held the largest recognised collection of Aboriginal remains within the United Kingdom.[footnoteRef:32] However, by 2000, they returned a large number of remains to an Aboriginal Centre.[footnoteRef:33] George Erasmus, the former National Chief of the Assembly of the first Nations, stated in 1988 the fact that although it is appreciated that museum specialists dedicate their lives to showing what they believe to be an accurate people of Indigenous peoples, it should not be for them to do so. He expressed how Aboriginal people wish to move past exhibitions that are created by non-Aboriginal experts to represent their culture. He shows how it is important and integral that the control of Aboriginal representations should be by the hands of the communities which are being represented.[footnoteRef:34]
The Brambuk cultural centre goes against the western ideology of museums as they make sure to include the whole of the Aboriginal culture up until the present day without confining themselves to the image of the dead culture.  Through the creation of the centre, it has allowed the Aboriginal community to take control of their own representation whilst creating and improving the cultural representation and awareness amongst wider audiences such as visitors.  [28:  Simpson.p128]  [29:  Simpson.p128]  [30:  ‘Introduction to Indigenous Australia - Australian Museum’ <https://australianmuseum.net.au/indigenous-australia-introduction> [accessed 29 April 2018].]  [31:  Simpson.p.282]  [32:  Simpson.p.283]  [33:  Simpson.p.284]  [34:  Annis May Timpson, First Nations, First Thoughts: The Impact of Indigenous Thought in Canada (UBC Press, 2010). P.148] 


The centre seeks to fill the silence and empty spaces that exist in cultural records which in the past have created a skewed perception of history. Too often Aboriginal cultures have been presented and interpreted by non-aboriginals leading to conflicting views of the way they are concealing the past and heritage of the Aboriginal people, rather than embracing them and their history as part of the nations heritage and history. The implementation of this cultural centre provides a way to answer the collective questions surrounding the heritage of Australia whilst presenting a ‘rival discourse to the dominant historical narrative – a re-reading of history from an indigenous perspective’[footnoteRef:35] Through the use of Brambuk, aborigines have been able to ‘respond to histories of exclusion and silencing…  and can provide sites for … “minority” and “tribal articulations” of a discrete culture and history.’[footnoteRef:36] This gives an example to how a museum, or cultural centre, is able to bring national communities to examine and seek answer to collective questions surrounding the colonialization of Australia. It is able to offer cultural reaffirmation to indigenous visitors whilst providing them with a prospect to equalise the historical record through the use of indigenous accounts of history during the period resulting from a post-European settlement in Australia.[footnoteRef:37] 
The Brambuk Cultural Centre presents visitors with the opportunities to read diary entries which contain accounts of the frontier violence against the Aboriginal peoples from the settlers to acquire land from them, this violence included poisoning and shooting communities.[footnoteRef:38] [35:  Knell, Macleod, and Watson.p.240]  [36:  Knell, Macleod, and Watson.p.240]  [37:  Knell, Macleod, and Watson.p.240]  [38:  Kreps.] 

Following this, unpalatable aspects of the history of Australia are often criticised by the public visitors, many of which are completely unaware of the true events which followed the European settlement in Australia. The Brambuk museum seemingly refuses to shy away from these aspects which may be deemed difficult heritage, and instead, highlights the atrocities faced. A massacre map (image one) highlights all the areas in which aboriginal communities were massacred by the white Australians during 1836 and 1853.[footnoteRef:39] The map lists the locations, dates as well as brief details of the incidents which took a number of Aboriginal peoples lives. Several thousand deaths are represented through this map, however, many more thousands died and were undocumented.[footnoteRef:40] Brambuk cultural centre spreads their (the Aboriginal peoples) story of survival, whilst retelling their history, hiding nothing, instead, reveals the brutal treatment they encountered and the discriminations against them.[footnoteRef:41] [39:  Simpson.p.131]  [40:  ‘Massacre Map - Indigenous Stories about War and Invasion’, Culture Victoria <http://www.cv.vic.gov.au/stories/aboriginal-culture/indigenous-stories-about-war-and-invasion/massacre-map/> [accessed 29 April 2018].]  [41:  Simpson.p.131] 

[image: Massacre map]
 







                (Image one- massacre map taken from Culture Victoria. 2018)[footnoteRef:42] [42:  ‘Massacre Map - Indigenous Stories about War and Invasion’.] 


Some visitors may be unprepared for the harsh realities presented to them within the cultural centre. In turn, this presents challenges for the curators of Brambuk. 
When it comes to the representation of histories, especially those deemed difficult heritage, curators need to consider a number of different purposes that museums and cultural centres need to fulfil when presenting difficult heritage. This needs to be a truthful representation, educational whilst also showing an acknowledgement and memorialisation towards the victims of injustice. Jennifer Bonnell and Roger Simon in their journal article Difficult exhibitions and intimate encounters, state that difficult exhibitions can be, at times, a ‘burdensome gift’[footnoteRef:43] they believe that it contains an expectation of empathetic responses from visitors, whilst presenting an intimate encounter which offers the visitor a way of relating with the world around them.[footnoteRef:44] 
Although exhibits in the museum can be deemed difficult and upsetting for visitors, it also provides a way for Indigenous Australians with a way to reaffirm their cultural identity. Following the European settlement, many Indigenous Australians suffered with post-contact trauma as well as experiencing dislocation from lands and communities that resulted from resettlement or forced removals.[footnoteRef:45] Showing how Brambuk could be seen as a place for reconciliation of the past and present. An exhibit in the cultural centre which has been deemed one of the most dramatic parts, is a section dedicated specifically to the deaths of the Aboriginal people through the means of visualisation. The centre has created;   [43:  J. Bonnell and R. Simon, ‘Difficult Exhibitions and Intimate Encounters’, Museum and Society, 5.2 (2007), 65–85.p.66]  [44:  Bonnell and Simon.p.66]  [45:  Knell, Macleod, and Watson.] 

	‘a ‘forest’ of poles in a dimly lit corner of the gallery… creates an impression of woodland. White text panels are pinned to the wooden poles like public notices pinned to trees. On each one is a quotation taken from the journals of white settlers and travellers in the period 1836-1843 describing the killing of Aboriginal peoples as part of the efforts employed by some whites to obtain land for themselves and exterminate the Aboriginal population.’[footnoteRef:46] [46:  Simpson.p.127] 

The imagery of a forest represents the Aboriginal communities’ way of life, how they are people of the land.  Langton highlights the importance of land to Indigenous people, describing them as being of such close relations to the land, they are easily rendered ‘part of the fauna’[footnoteRef:47] The way in which the centre has used the nature aspect alongside the more modern public notices, enables us to examine it as a contested site of power between Europeans and Aborigines[footnoteRef:48] highlighting the fate of the Aborigines at the hands of the settlers. Alongside this, the poles can be seen as highlighting the ways in which the Indigenous people have had to navigate between the ‘poles of tradition and modernity’[footnoteRef:49] [47:  Marcia Langton, ‘What Do We Mean by Wilderness?: Wilderness and Terra Nullius in Australian Art [Address to The Sydney Institute on 12 October 1995.]’, Sydney Papers, The, 8.1 (1996), 10.p.18]  [48:  Langton.p.19]  [49:  Libby Porter, Unlearning the Colonial Cultures of Planning (Routledge, 2016).p.39] 


The Brambuk cultural centre presents many exhibits that would prompt an empathetic response from visitors. Their aim is to articulate controversial subject-matters or tragic episodes in their communities’ histories. This includes their exhibit on the Aboriginals during the Second World War. Brambuk presents the ways in which the communities faced ‘coercion into missions, psychological trauma resulting from the “stolen generation”.’[footnoteRef:50] Alongside this, it addresses the legacy of land ownership; following the Second World War, unlike other returning soldiers, the land allocated to them was not assigned to the Aboriginal soldiers. These issues are all displayed in the exhibit summed up with displays of the Indigenous voice “we became the innocent victims of an attempt to bring about cultural genocide.” [footnoteRef:51] The centre highlights the injustices faced after the war; whereas non-aboriginal people gained their promised land under the Soldier Settlement Scheme, the aboriginals did not[footnoteRef:52], showing how the extent in which, the communities could be even more mistrustful of the white-Australians. Exhibits such as this are deemed difficult heritage due to the fact that they have gained criticisms from visitors who are apprehensive of these events, perhaps due to a lack of knowledge of the unpalatable aspects of Australian history.[footnoteRef:53] Regarding this, the centre has to take into consideration the guilt-factor visitors may face when visiting the site. The centre has had to find the balance between exposing the real history of Australia and trying to please visitors ‘whilst trying to tell the history for its brutality’.[footnoteRef:54]  [50:  Roie Thomas, Bushmen in the Tourist Imaginary (Cambridge Scholars Publishing, 2016).p.193]  [51:  Thomas.p.193]  [52:  Simpson.p.126]  [53:  Simpson.p.127]  [54:  Clark.] 


Overall, the Brambuk cultural centre faces many issues in the presentation of their exhibits due to difficult nature of the heritage. As stated in the UNESCO workshop, the cultural centre would have had to think about many different questions;
Firstly, how does a museum and a nation deal with a legacy? The Brambuk centre deals with their communities’ legacies through the use of their art, stories and music. They highlight all the issues that the aboriginal people faced following the settlers of Europeans, refusing to conceal the brutalities faced. Rather than hide the contentions, they raise them.
How are contemporary identities negotiated? The centre tries to paint an honest picture of the events surrounding the settlers and the aboriginals, refusing to conceal the past and showing a clear picture of their communities and the identities linked to them. They argue against the notion of Aboriginals as noble savages and ancient, lost peoples of Australia and instead, presents the living culture of modern Aboriginal peoples.
How can a history museum bring a national community to examine and seek answers to collective questions? The centre uses a range of exhibits to present the ways in which the Aboriginal communities lived from the start of their time to the present day. Brambuk answers the questions on who the Aboriginal people are and what their lives were like. The centre also answers the questions of what they faced from the time of the colonialization and memorialises victims of atrocities.
Who is included and excluded? The museum has shown a constant need to include the Aboriginal communities whilst also discussing the white-Australians who settled in the country and the impact they had. They do not shy away from the positive or negative aspects. Instead, attempt to create a whole picture. The Brambuk attempts to rebalance Australian history and invites visitors from all cultures to join the discussion.
Is a history museum a place of reconciliation? Brambuk can be perceived as a place of reconciliation. They wish for the centre to be a place which provides a holistic view of the Aboriginal culture, a place in which the Aboriginal people can reaffirm their cultural heritage in Australia whilst also reconciling the views of the visitors when they enter the centre, to the subject matters the centre produces. 
Brambuk, as an Aboriginal run centre, can be deemed difficult heritage in itself. The representation of the history of Australian Aboriginal people has certainly been problematic. Modern Aboriginals have inherited an historical legacy of misrepresentation and omission within Australian history. The area that the centre is situated is problematic as Brambuk has challenged the historical argument of Gariwerd being a non-Aboriginal area. 
Another issue that arises when discussing the cultural centre is the fact that Aboriginal communities are usually linked to the idea that they are unmaterialistic and that preserving cultural materials is considered an interference with spirituality, this presents the idea that the communities would be opposed to a museum collection. This is remedied by the fact that the Aboriginal communities use these places, like Brambuk, as educational facilities and way in which they are able to present their cultural histories.
A major contribution to Brambuk which is deemed difficult heritage is the ways in which they respond to the histories in which they were previously silenced. They seek to provide reaffirmation to their communities whilst presenting the harsh realities of their ancestors during the time of the European settlers in Australia. A key presentation of this is the Massacre map, and the forest of poles with the journal quotations from the white settlers who killed the Aboriginal people. The ways in which the centre presents this difficult heritage is through the use of imagery between the Aboriginals links to land and nature – represented in the tree poles, and the seemingly modern public notices which highlight the cultural changes.
The main subject matter for the issues surrounding the Brambuk Cultural Centre is how they go about presenting the exposure of the brutal histories whilst making sure that visitors do not experience a guilt factor when faced with the atrocities the Aboriginal communities faced post-colonialization. Overall, the cultural centre has met the need for a deeper, honest, history of Australia whilst presenting the history of racial conflict and division through a way to reconcile with the past. 
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