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Preface

This collection of powerfully engaging, thoughtful writings could not be timelier. Across North America, Indigenous voices, perspectives, and experiences are being foregrounded in art exhibitions, museum collections, and scholarly programs at an unprecedented rate. As I write this, we have recently celebrated the opening of Qaumajuq at the Winnipeg Art Gallery in Winnipeg, Manitoba. This new art center, led by a team of Indigenous advisors, partners, and curators, presents one of the finest and largest collections of Inuit art in the world. Also, at this time, we are anxiously awaiting the opening of another groundbreaking institution—the First Americans Museum (FAM) in Oklahoma City, Oklahoma, another museum grounded by diverse Indigenous voices, involving partnerships with 39 sovereign nations. Simultaneously, within a number of North American colonial institutions, Indigenous community members, artists, museum professionals, and scholars—from Canada, the United States, Mexico, and further south—are being called upon as experts, collaborative partners, and consultants as many of these museums begin reckoning with centuries of damaging histories and racist practices. Their soul searching processes include, but are not limited to, reexamining relationships with Indigenous communities, updating outdated exhibitions, and reassessing problematic curatorial and acquisition methods. They also include, for the first time in many colonial institutions, permanent hires of Indigenous administrators, curators, and art professionals—a major shift which, for Indigenous peoples, brings forth an uplift of possibilities and new opportunities along with the gravity of community histories and responsibilities.

For many of our community members, relatives, and colleagues, the complexities of change are tangibly present. As Indigenous peoples, we know there is much work to be done within settler institutions that hold our ancestral items. As we work, our commitments to Indigenous communities are always at the center of our hearts and minds. Upon our shoulders rests hope for our futures while we respect the obligations to our pasts. Although some of us have our communities to turn to, we also remain sensitive to the reality through traumatic circumstances, others do not. Thankfully, the insightful chapters of this text, written by long-established leaders and also fresh voices in the Indigenous art field, help to provide much-needed insight, guidance, and moments of connection to encourage us through this meaningful and ongoing work, which must be done collaboratively and respectfully with Indigenous communities, Indigenous artists, and Indigenous museum professionals leading the way.

This current wave of change within the Indigenous art and museum world is not sudden. In fact, for many Indigenous peoples it has been long coming. Put more bluntly, for some of us, it is long overdue. At this time, our world is experiencing a gradual reawakening, a slow regionally inconsistent reopening, after nearly two years of isolation, illness, violence, and devastation. Despite incredible loss and many painful challenges—including the very necessary shut-down of reservations, pueblos, tribal lands, and private homes-as communities—Indigenous peoples remained steadfastly connected to each other, and we used digital portals, words, and images to creatively do so. One might even say that we boldly seized the moment and became a most powerful virtual presence.

In the midst of the worldwide Covid-19 pandemic, seemingly out of nowhere, Indigenous peoples were suddenly everywhere: email, Zoom, YouTube, TikTok. Soon everyone was talking about the online events, memes, and digital shorts that our community members and colleagues were producing at an impressive pace. We Indigenous thinkers and workers moved forward with our creative, educational, cultural, and language programs all online. We did this out of deep love for our communities, for our younger generations, and for our elders. We did this out of a deep need for connection to each other. On our living room couches sitting with our partners, kids, and pets, we supported our families, friends, and colleagues by attending each other’s virtual exhibition openings, scholarly events, and other celebrations. We participated in digital art curatorial convenings from our kitchen tables atop makeshift desks that included stacks of each other’s published books to support our laptops. We also learned to slow down and practice patience as many of us struggled with technology, bad internet connections, and needy little ones.

In the Indigenous art world, we eagerly attended online studio visits with our favorite artists, sometimes just for a peek into their private workspaces and to listen to them talk about their art-making processes. On a daily basis, in the course of just a few hours, one could attend a Haudenosaunee presentation on the history and iconography of Wampum in upstate New York, a Pueblo pottery demonstration in northern New Mexico, a Lakota beading circle in the Midwestern US, and a lecture on Tlingit, Haida, and Tsimshian formline design in Southeast Alaska. Those of us who could retreated to our private outdoor spaces. We turned to our agricultural roots to grow and gather Indigenous plants and medicines. We helped lift one another’s spirits by sharing online photos of our gardens thick with corn, squash, chilies, tomatoes, and beans grown from heirloom variety seeds purchased from Indigenous producers. We honored our beautiful brown bodies of all shapes and sizes by preparing nourishing healthy foods for our families and communities. We helped keep one another financially afloat through the online purchase of Indigenous art, jewelry, books, and fashions. We checked on one another and brought food, water, and medical supplies to those who did not have access. Our communities determinedly created ways to teach, to learn, to share, to laugh, and to comfort one another. In other words, we as Indigenous peoples did what we have always done—we relied on our communities and on one another. We did this because deep down we know, and have always known, that without each other we will not survive.

These writings share in common that Indigenous core value of community. This gathering of authors and creatives represents multi-generations of established voices as well as fresh perspectives in the Indigenous art field and celebrates the rich cultural and artistic diversity of our sovereign communities. Some viewpoints featured here will be familiar and comforting. Others will challenge us to think anew as we confront our own internal biases and need for growth while embracing more inclusive visions for our collective futures. In this moment of cultural, political, and institutional reckoning, we understand that we must rely upon, support, and protect each other, along with our ancestral items and esthetic knowledge systems.

Indigenous art and creative practices have always offered diverse and innovative ways of knowing and understanding the world, unique expressions that are visually and materially realized in established esthetic systems and community protocols. For our communities, creative production and esthetics are deeply rooted to the places and regions to which we belong and to all that is good about who we are as Indigenous peoples—this is one way we connect. The chapters here remind us not only that we carry the hopes and visions of our ancestors but also that we must engage in ongoing dialogues, cross-cultural collaborations, and continual re-centering of our Indigenous self-determinations and creative practices. These writings also raise new questions regarding internalized (settler-colonial) limitations, borders, and boundaries about who we are and how we want to move forward collectively. As diverse and as varied as our worldviews may be, one thing the authors of this collective all powerfully demonstrate is that as Indigenous peoples and communities we have never given up and we never will.

Patricia Marroquin Norby (Purepecha)

Associate Curator of Native American Art,

The Metropolitan Museum of Art, New York
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As a Nunatsiavummiuk-Newfoundlander and a white settler scholar who met on the first day of grad school, this is the book we wished we’d had when we were students. When we began our studies in Indigenous arts within the auspices of the Canadian Art History MA program at Carleton University in Ottawa, Ontario, in 2004, we started building a shared library of photocopied articles and catalogue essays. These sources contained the cutting-edge scholarship on contemporary Indigenous art theories and methodologies that was then often published in small print-run catalogues and limited-edition texts, which were largely inaccessible through university libraries. The Internet was not yet being used to its full potential as a repository for non-Western art history, art journals and magazines had yet to become as supportive of advancing Indigenous art histories in productive and self-determined ways as they are today, and major exhibitions of Indigenous art were dispersed intermittently across galleries and museums. While countless Indigenous art history books, chapters, and essays had been published by Indigenous scholars across North America, they often foregrounded the pressing concerns of the day—to rewrite histories from Indigenous perspectives, correct the errors of the past, assert Indigenous contemporaneity and continuity, and so on—and therefore did not necessarily focus on the how of writing Indigenous art histories. We were still coming to a shared understanding of the what, when, and where. During our graduate studies, it became clear to us that a book that held a collection of essays that shared and centred Indigenous and allied methodologies, epistemologies, and ontologies as frameworks and theoretical and conceptual pathways towards the thinking, writing, and exhibiting of Indigenous arts would be valuable to the expanding discourse on writing and thinking through Indigenous art histories. As postsecondary students without Indigenous professors or supervisors, but with many mentors in related fields such as curatorial practice, we had many of the threads—the foundational work of all those who created this expansive field of study—but that had only been pieced together and not woven into the fabric of the existing literature. We know we were not alone in the desire to see this writing come together; it is for this reason that we invited the contributors to this volume to write the kinds of chapters or texts they wished they’d had access to during their own studies or training. In this way, this book has been created with the next generation of scholars in mind.

Part of our early graduate school education (admittedly, largely from our vantage point north of the medicine line) was witnessing the ongoing advocacy and activism led by Indigenous artists, curators, scholars, and other knowledge keepers who asserted sovereignties, claimed spaces, and mobilized practices in both the arts and culture sector as well as within the academy. Lee-Ann Martin asserts the impact of this ongoing labour of resistance and resurgence in the introduction to her edited collection, Making a Noise: Aboriginal Perspectives on Art, Art History, Critical Writing and Community, when she writes: our professional presence is individually diverse and collectively strong—a noise too loud to ignore.1 Working collectively towards building Indigenous art histories in what is now Canada and the United States, the occupied Indigenous territories of hundreds of distinct nations, we stand on the shoulders of those who cut the path before us.

While no one text could adequately encapsulate the depth and breadth of related Indigenous thought on art theory and praxis today, as the first edited anthology on the topic The Routledge Companion of Indigenous Art Histories in the United States and Canada—which includes some of North America’s foremost Indigenous art curators, critics, academics, and artists, as well as several allies working across related fields—indicates the vast expanse of possible, multifaceted, and dynamic Indigenous theoretical and methodological approaches for the critical writing of Indigenous art histories, from the culturally specific to the broadly Indigenous. The field of Indigenous art history is rapidly growing and shifting due to an increased number of Indigenous scholars in academic positions who are leading new self-determined conversations, as well as non-Indigenous scholars approaching the field in new decolonial and collaborative ways. This is evidenced by the recent proliferation of, for example, special issues of major peer-reviewed journals such as PUBLIC, Art Journal, RACAR, and American Indian Culture and Research Journal;2 new key texts such as Art for a New Understanding: Native Voices, 1950s to Now, Becoming Our Futures: Global Indigenous Curatorial Practice, and Unsettling Native Art Histories on the Northwest Coast;3 major contemporary survey exhibitions in both the United States and Canada such as Hearts of Our People: Native Women Artists (2019) and Abadakone (2019); and the opening of new Indigenous arts institutions such as Ociciwan Contemporary Art Centre in Edmonton, AB (2020), Qaumajuq, the Inuit Art Centre at the Winnipeg Art Gallery in Winnipeg, MB (2021), and First Americans Museum in Oklahoma City, OK (2021), to name but a few. Yet, despite this rapid increase in scholarly and artistic output, there has yet to be a single volume that focuses on why it is important to centre Indigenous knowledge in museum and academic contexts, or how the many scholars and practitioners on both sides of the border do so. Our intention is not to provide a comprehensive overview of all current Indigenous theory and method—with hundreds of distinct nations and peoples across Canada and the United States, it would be impossible to gather together in one, or even several, volumes—but rather to demonstrate the range and scope of scholarship today and to highlight those key areas of enquiry driving the production of knowledge in the present.

As Māori scholar Linda Tuhiwai Smith has explained, Indigenous research considers cultural protocols, values, and behaviours as integral aspects of research methodologies.


They are factors to be built into research explicitly, to be thought about reflexively, to be declared openly as part of research design, to be discussed as part of the final results of a study, and to be disseminated back to the people in culturally appropriate ways and in a language that can be understood.4



Likewise, Indigenous theory requires a consideration of, for example, the intricacies of Indigenous languages, worldviews, ontologies and epistemologies, and how these are in relation to Indigenous cultural practices, often outside of a Western frame altogether. As Kanien’kehá:ka scholar Deborah Doxtator asserts in Basket, Bead, and Quill, and the Making of Traditional Art:


Like picture writing on utilitarian objects, basketry, pottery, clothing, or in wampum belts or pictographs, these objects as metaphors are not transcriptions of word for word linear sentences but of concepts and processes. Each symbol does not correspond with an English phoneme which when connected to others forms a word or sentence which explicates a meaning. Like the words in our languages they emphasize movement, action, and mean not one thing but several.5



In his essay in the 2014 volume Coded Territories, which he co-edited with Cree Ojibwe senior arts administrator Kerry Swanson, Kanien’kehá:ka curator and arts administrator Steven Loft concurs:


Aboriginal intellectual, communication, and aesthetic traditions contain clues to a long regard of a multiplicity of forms of societal engagement and communicative strategies. These Indigenous sign technologies (such as winter counts, birch bark scrolls, and the Aztec codices, among others) are complex information systems with layers of meaning, memory, and interaction.6



It is significant to note that, much as with scholarship and curatorial practice, Indigenous artists and artistic practices themselves breathe life into the creation and articulation of theories and methodologies. It is for this reason that we have invited a number of Indigenous peoples who are primarily artists (with multi-hyphenations such as -curator, -scholar, and -arts administrator) to contribute critical and creative responses to this text as well.

Many essays in the book also address the need to engage with, resist, and challenge colonial and Eurocentric models of writing about Indigenous art. As noted/argued by Tuscaroa art historian, curator, and artist Dr. Jolene Rickard:


In this moment, we must consider how Indigenous peoples are situated within settler-state contexts, including an insistence on foregrounding Indigenous world views or philosophies in the reception of artworks, and need to be in dialogue with the field of Indigenous studies… . I am not suggesting that allied and Indigenous scholars are not already incorporating these ideas, but they are not canonical. For instance, it would be difficult to launch a critique on women’s art that didn’t reflect or employ key feminist or gender theories. What would it look like if the same practices or demands were in place for the history, criticism, or analysis of Indigenous art?7



This is critical because, as Métis filmmaker Loretta Todd warned in her 1992 essay What More do They Want?, there is a limitation and danger to using Western cultural theory to contextualize Indigenous arts. Todd argues:


The theories seek to impose a world view, and to assimilate my view into theirs, even while they preach multiplicity… . When we articulate the dichotomy of the traditional versus the contemporary, we are referencing the centre, acknowledging the authority of the ethnographer, the anthropologist, the art historian, the cultural critic, the art collector. We are caught in the grasp of neo-colonialism, in the gaze of the connoisseur or consumer, forever trapped in a process that divides and conquers.8



Following Todd’s cautionary statement, Doxtator agreed that Western art historical approaches distort Indigenous knowledge about art practice, highlighting the historic classifications of traditional and contemporary art. She writes: The relatively recent categorization of art forms such as basket, bead, and quill as art objects within the hierarchical Euro-North American art aesthetics side-steps the recognition of Native aesthetics and conceptual systems as viable ways of understanding art.9 Although her foundational research centred on the examination of object-based art forms, Doxtator’s argument can be extended to a multitude of frameworks for Indigenous art, whether they be basketmaking, beading, performance, or video art, or the production of theory, method, and praxis.

The current simultaneous projects of decolonizing art history alongside furthering Indigenous art histories—which is an Indigenous-led and self-determined discourse—and being the authors of our own stories and art histories stands in line with what Cree/French/Métis new media artist, curator, and activist Ahasiw Maskegon-Iskwew calls for in his essay Drumbeats to Drumbytes: Globalizing Networked Aboriginal Art, in the groundbreaking Transference Tradition Technology (2005):


To govern ourselves means to govern our stories and our ways of telling stories. It means that the rhythm of the drumbeat, the language of smoke signals and our moccasin telegraph can be transformed to the airwaves and modems of our times. We can determine our use of the new technologies to support, strengthen and enrich our cultural communities.10



While we were inspired to write the chapters in this volume for our younger selves/future generations, this book is for all readers and practitioners engaged in advancing Indigenous self-determination and working towards decolonized and Indigenous futurities through the ongoing development of Indigenous theory and method. It foregrounds examinations and conversations on our shared responsibility, reciprocity, respect, and relevancy11 in our relationships across and between Indigenous peoples and to others, such as white settler and BIPOC peoples in both Canada and the United States. The title of the book, it should be noted, includes the United States and Canada out of respect and acknowledgement that Mexico and Greenland are both a part of the North American continent but have distinct Indigenous art histories not explored in this text. We also acknowledge, however, that both Canada and the United States are extremely new settler nation-state formations that have occupied Indigenous territory for just a few hundred years, a mere blip on the timeline of Indigenous continuity on this land and these waters.

Furthermore, this is not an exhaustive compilation of methodologies or theories for Indigenous arts in the geological, territorial, or intellectual contexts of Canada and the United States, or of all fields related to the study and practice of Indigenous art, such as art education or design. Just as this is the first volume of what we are sure are many more to come, there are many important scholars who intended to contribute to this text and who had to withdraw for various reasons related to the global COVID-19 pandemic. While, as professors and curators, many of us experienced the relative privilege of working from home during the first waves of the outbreak, which coincided with the initial schedule for this book, numerous colleagues experienced unprecedented challenges to their work, including elder care and childcare, illness, and loss. Many also needed to reprioritize their time to support students, artists, and community. If there are significant gaps in regions or representations in this book, this is likely due to the number of contributors who had to withdraw their participation due to these difficult circumstances, such as the unfortunate absence of Kānaka Maoli Hawaiian scholarship. We hope that future volumes can attend to these critical areas of exploration, and we extend our heartfelt gratitude to everyone who wanted to participate in this book, whether they were able to or not.


Five Frameworks for Approaching Indigenous Art Histories

Throughout the five sections of The Routledge Companion of Indigenous Art Histories in the United States and Canada, space is held for appropriate, productive, decolonial, and sovereign arts-based approaches. The theories and methodologies shared by contributors bring forward practices of Indigenous thinkers and makers as well as protocols, epistemologies, and ontologies to support those who work within the discipline of Indigenous art histories (including curatorial and museum practices) and acknowledge the ways in which Indigenous artists, thinkers, and makers have created, curated, recorded (oral, visual, written), and theorized Indigenous arts since time immemorial. The five broad sections—Sovereignty and Futurity; Kinship, Care, Relationality; Indigenous Ways of Knowing and Being; Anti-Colonial Practices; and Stories, Living Knowledges, Continuity and Resurgence—highlight current scholarly thematics as well as key methodological and theoretical practices leading critical conversations and research in Indigenous arts today. Within these subsections, the key themes and approaches, which in many cases emerge from and are grounded in specific nations, cultures, regions, and territories, include explorations of Indigenous nationhood, self-determination and self-representation, resurgence and resilience, continuities, land-based knowledges, embodied knowledge, epistemologies and ontologies, curatorial and museological methodologies, language, decolonization and Indigenization, and collaboration and consultation, as related to the arts. In this way, the collection of chapters attends to Kanien’kehá:ka curator-scholar Ryan Rice’s argument that the path we traveled has been mapped out. Like oral traditions, the performance of our histories needs to be told, written, read, heard, acknowledged, and, most importantly, remembered.12


A Short Note on Terminology and Style for Emerging Scholars and Practitioners

First, we suggest that those writing, editing, and reading Indigenous art histories engage closely with Cree author Greg Younging’s Elements of Indigenous Style: A Guide for Writing By and About Indigenous Peoples for a substantial and centralized discussion that shares Indigenous-determined writing models, conventions, and best practices. Following Younging, we have suggested to all authors that they do not italicize Indigenous terminology throughout their texts, as the convention of italicizing foreign words should not apply on Indigenous lands, where Indigenous terminology should not be exoticized or othered. Younging reminds us, [A] key goal of Indigenous style is to show respect on the page.13 We further recommend Waziyatawin Angela Wilson and Michael Yellow Bird’s For Indigenous Eyes Only: A Decolonization Handbook and Métis author and lawyer Chelsea Vowel’s Indigenous Writes: A Guide to First Nations, Métis and Inuit Issues in Canada as primers on decolonial approaches to ethics, language, terms, and intellectual frameworks within both the US and Canadian contexts.14

For a final note, we draw on the advocacy and work of France Trepanier and Chris Creighton-Kelly, who, in their 2012 Canada Council for the Arts publication Understanding Aboriginal Art Today, write Two Comments on Terminology. Excerpting their passage at length, we share their words with great respect; this passage also illustrates the significant shift in terminology over just a decade and points to how these shifts will continue.


The first persons to inhabit the Americas are referred to by different names in different contexts. In the country now known as Canada, it is possible to overhear the following: Aboriginal, First Nations, First Peoples, Indian, Indigenous, Native and occasionally Native-Canadian or Aboriginal-Canadian. Most of these ways of describing have their own advantages and shortcomings. We do not believe there is any one accurate description. We have no pretension to correct the terms used by speakers and writers we have cited. Different persons use different words in different contexts communicating in their own voice. We have chosen to use the word Aboriginal (emphasis in original) to describe persons who mainly live in Canada and who are First Nations, Inuit or Métis. Of course, most of these persons identify themselves as members of their own ancestral peoples—e.g. Nisga'a, Anishinaabe, Mi'kmaq—when they feel it is appropriate. Secondly, we have chosen to use the term arts in the plural to emphasize the art practices. We note this in two ways:


Arts, as counter-posed to art, is generally taken to mean the arts in all Western art disciplines—music, theatre, dance, literature, visual and media arts. We also use it to encompass interdisciplinary arts. Arts also refers to any art form that is practised by Aboriginal artists. In this sense, arts refers to any of the disciplines listed above but also includes story telling, basket weaving, pole carving, etc.15





As in the previous example, while Native American is most commonly used in the US context today, there are various other terms and nation-specific language that may be more appropriate given the circumstances, time period, and geography. Following Trepanier and Creighton-Kelly and others, we defer throughout this text to the individual authors to decide what language and terminology are appropriate for themselves and their writing, rather than impose a standardized perspective. The terminology used in the chapters that follow reflects the self-determined practices of the Indigenous writers as well as the current languages and terms brought forward by Indigenous movements and initiatives inside and outside of the arts, including academic communities.




Sovereignty and Futurity

The first section of this book, Sovereignty and Futurity, foregrounds the continuum of Indigenous arts to emphasize the endurance of Indigenous histories of art production, which are not new and have always existed in the sovereign territories of Indigenous nations.16 As Indigenous scholars Steven Loft and Jolene Rickard argue, moving Indigenous sovereignty forward in scholarly contexts is essential to the creation of a framework for the advancement of Indigenous art histories and that supports the imagining of Indigenous futurities grounded in Indigenous worldviews. As Cheryl L’Hirondelle reminds us: Our connection to the land is what makes us Indigenous, and yet as we move forward into virtual domains we too are sneaking up and setting up camp—making this virtual and technologically mediated domain our own.17 It is critical that we understand our sovereignty and futurity as interconnected and co-constituting; sovereignty enables us see our future through Indigenous lenses, as Tuscarora scholar, curator, and artist Jolene Rickard notes in this volume.

This section thus opens with the writing of Rickard, whose research on Indigenous sovereignty has long been foundational to Indigenous art historical studies. Her essay, Art, Visual Sovereignty and Pushing Perceptions, recounts the history of the use of the term sovereignty in relation to the arts by situating it within Haudenosaunee worldviews and consciousness, as well as the use of the term by herself and other scholars, examining how sovereignty expanded beyond a legal framework through the introduction of additional descriptors such as intellectual sovereignty and her own work on visual sovereignty, influencing a generation of scholars and helping to shape the field of Indigenous art history. As Rickard concludes, the recognition of the image or visual as a site of active resistance, awareness and empowerment is the shift in recognizing that sovereignty isn’t about legal systems, it now is part of an Indigenous imaginary of empowerment.

Following Rickard, in Dancing Sovereignty: Reclaiming the Grease Trail Through Protocol, Movement, and Song, Tsimshian scholar and performance artist Mique’l Dangeli writes about North West Coast dance broadly and Waxawidi’s Kwakwaka’wakw cultural expression more specifically, arguing that dance is rarely taken up as a central academic subject but is in fact a rich historical record reflecting the changes, continuities, and priorities of Indigenous people. She argues that marginalizing artforms like dance risks undermining the sovereignty and rights-based claims of First Nations, which are rooted in the inalienable fact that the creation and performance of dance cannot be separated from the history of colonial criminalization of Indigenous dance and song throughout Canada. For Dangeli, dance sovereignty as a theoretical framework is indebted to the notions of visual sovereignty, which offers a way to critically engage with dance practices through the assertion of and adherence to culturally specific protocols.

In Shifting the Paradigm of Art History: A Multi-sited Indigenous Approach, scholar and curator heather ahtone broadly articulates how Eurocentric art history provides little space for anything beyond a homogeneous understanding of Indigenous art and Indigenous cultures. Arguing that all scholars, curators, and cultural workers have an obligation to seek a better framework for engaging with the work of Indigenous artists beyond the limited paradigm of Western art history in order to better comprehend their work from a self-determined nation-specific perspective, in this essay she advances the four lenses through which she interprets an artist’s work: materiality; metaphor and symbolism; kincentricity; and temporality.

Addressing the plethora of ways in which archives can fail to serve—and can even harm—Indigenous communities and cultures, in An Inuit Approach to Archival Work Based on Respect and Adaptability Inuk artist and arts administrator Heather Campbell and settler Canadian scholar Reilley Bishop-Stall argue that archival institutions must relinquish their control over Indigenous holdings, reassess relationships with Indigenous communities, and radically change their hiring practices and assumptions regarding professionalization in order to integrate Inuit and other Indigenous people into the archival system. Foregrounding Inuit Qaujimajatuqangit (Inuit knowledge, values, and epistemology) as the methodological and philosophical approach required to undertake the reimagining of archives for Inuit and by Inuit, they propose a new approach to archival work by prioritizing Indigenous knowledge, flexibility, and openness to change.

In Overclock the Imagination! Mapping the Indigenous Future Imaginary, Jason Edward Lewis maps a typology of the Indigenous future imaginary. Noting that Indigenous people rarely appear in science fiction and other forms of the settler future imaginary, Lewis argues that such works imply that Indigenous people have not survived seven generations into the future. To address this absence in the present, he describes five pathways for Indigenous artists and thinkers to engage the future imaginary: manifesting the future; hybridizing the present; reimagining the past; engaging with the infrastructure of the present to bend it in a direction more conducive to Indigenous ontologies; and critiquing the processes through which Indigenous people are populating the future imaginary.

Concluding this section is a manifesto that centres both sovereignty and futurity, written by Steven Loft for the exhibition Close Encounters: The Next 500 Years (2011), which he co-curated with Candice Hopkins, Lee-Ann Martin, and Jenny Western and recontextualized for this book with a new introduction. In A Manifesto of Close Encounters, Loft explores how a forward-looking hopefulness informed the exhibition’s development and reflects on the strength and power of Indigenous artists now to lead us into the future. Loft argues for self-defining narratives of art and culture to create new integrative and complementary discourses respecting unique cultural imperatives and specific historical and social dynamics.



Kinship, Care, Relationality

One of the defining dimensions of Indigenous theory and methodology is the deep ethos of respect, reciprocity, and responsibility that informs all of our relations, including our research and writing practice. This understanding of kinship is central to Indigenous philosophies, which reinforces and reinscribes care and relationality through methodologies of visiting, learning, sharing, and engaging. The chapters in this section explore active sites of/for exchange between generations, communities, artists, institutions, and collaborators, working through how we navigate these relationships by foregrounding Indigenous methodologies of generosity, listening, humility, and accountability.

Noting the limitations of settler colonial classrooms, scholar, artist, and curator Sherry Farrell Racette argues in Kitchen Tables and Beads: Space and Gesture in Contemplative and Creative Research that education should also take place in intergenerational spaces of shared work, thoughtful conversation, food, and laughter. From this starting point, she ruminates on the generative and collaborative space of the kitchen table, positing a kitchen table theory or kitchen table logic characterized by informality, circularity, limitless potential, conversation, laughter, and togetherness. Kitchen tables are sites where kin are knitted together, not just because they are domestic spaces but because they are the sites of play, sharing meals, and conversation. Imagining kitchen table logic as research methodology necessitates a few essential elements: tea or coffee, food, and attentive listening. She also describes beading as a related research methodology—a recuperative process and transformational action that often takes place at the kitchen table. Ultimately, Farrell Racette argues that the kitchen table needs to be reclaimed and reimagined as a sovereign space where adults and children alike dream and create.

In Wisdom in Beauty: Respect in Indigenous Curation, curator Kathleen Ash-Milby argues that respect is one of the most important attributes of Indigenous curation, including respect for people, relationships, culture, belief, and the objects themselves. She comes to this position through the teachings of her Diné grandmother who demonstrated deep respect, care, and attention for the materials with which things are made and for the energies in everything around her. Ash-Milby describes the way these teachings inform her curation and, specifically, her work with Indigenous art, artists, and objects. Through a discussion of her own curatorial experiences consulting with knowledge holders and focusing on the importance of building strong kinship-oriented relationships around objects, their makers, and communities, she affirms the cultural specificity of objects in museum collections and the limitations of museums to adequately handle and care for them according to their specific cultural needs.

Thinking through 2-Spirited queer Indigenous frameworks for curators and artists, Blackfoot artist and curator Adrian Stimson and Mi’qmaw artist-scholar Logan MacDonald share a critical conversation on Indigiqueer relationality in the arts in Balancing Curatorial Indigenous and Queer Belonging: In Conversation with Artist and Curator Adrian Stimson. Stimson and MacDonald address the challenges of considering their responsibilities to both Indigenous and queer communities with deep sensitivity and care, particularly when those perspectives do not necessarily align. Discussing the concept of critical accountability, the conversation reflects on the complexities of navigating artistic and curatorial spaces for both queer and Indigenous people.

Andrea Walsh’s Taking Good Care: Collaborative Curating and the Alberni Indian Residential School Art Collection draws on her work with the University of Victoria’s 2013 repatriation to survivors and their families of children’s paintings produced at the Alberni Residential School between 1959 and 1964. The essay details the complex processes of building relationships that informed the collaborative curatorial process that led to an exhibition of the children’s paintings at Truth and Reconciliation Commission of Canada events and later in museums and galleries. Walsh describes the process of repatriation in collaboration with Haida, Nuu-chah-nulth, Nisga’a, Tsimshian, Kwakwaka’wakw, Oweekeno, and Salish nations as part of a larger process of decolonizing collections and curatorial practices surrounding sensitive material. Walsh describes how, after consulting with local Salish Elders, the Salish concept of uy’skwuluwun (working with a good mind and good heart) guided the process with dedication to caring not just for the objects but also for the people connected to them.

In Betraying the Object: Relational Anxieties and Bureaucratic Care in Indigenous Collections Research, Mikinaak Migwans analyzes a variety of case studies drawn from their personal experience that illustrate the relational anxiety that may arise for Indigenous researchers when working with museum collections. This anxiety results from the disconnect between the personhood ascribed to objects in Indigenous ontologies and the clinical, data-driven protocols that concede their objecthood. Migwans advocates for an empathetic and ethical methodology grounded in care and relationality in order to minimize traumatic encounters and feelings of having betrayed the objects that reach out to us for our care.

The concluding conversational text in this section, A Brief Conversation on Visiting, Mentoring, the Land, and History, between Dylan Miner and Erin Sutherland presents their pedagogical practices and thoughts on time, land-based learning, and mentorship. Miner explains that he has long been thinking about and trying to conceptualize a methodology of visiting, despite also believing that visiting cannot and should not be reduced to an academic methodology. Drawing on lived and land-based experience—although speaking specifically of hide tanning and time spent in a sugar bush—they explicate Sherry Farrell Racette and Cathy Mattes’s notions of kitchen table logic and beading as research methodology. Sutherland suggests these methodologies critically contribute to the unlearning of colonial ways of knowing and being.



Indigenous Ways of Knowing and Being

It is critical to understand how Indigenous ways of knowing and being inform the making, writing, and analysis of Indigenous arts, whether exploring a specific set of Indigenous cultural values and beliefs from one nation’s epistemology and ontology or a shared Indigenous approach. As heather ahtone reminds us, The framework needed to analyze an Indigenous aesthetic must come from within the cultures themselves. Each tribal culture has local ideals, values, and beliefs that necessarily require consideration.18 While there are many distinct worldviews and philosophies that guide specific cultural practices, there are also shared ways of being such as stewardship of/connection to the land, respect for Elders, the centring of children and families, oral history practices, and other shared ontologies. Indigenous peoples also share the lived experience of the ongoing impacts of colonization and are united by decolonial and anticolonial action, resistance, and resilience. By emphasizing nation-specific as well as shared ways of being in the world, the Indigenous scholarship in this section participates in the unlearning and resistance of colonial ways of knowing and being, which lies in the elevation of, respect for, and reclamation of, Indigenous knowledge, values, ontologies, and epistemologies.

In his essay miýikosiwin: Spirit, Land, and Form among Turtle Island’s Indigenous Artists, Designers and Architects, Gerald McMaster examines the exhibition Unceded: Voices in the Land (2018), which showcased the work of 18 Indigenous architects at the Canadian Pavilion for the 16th Biennale di Venezia International Architecture Exhibition in 2018. McMaster expands on how the Plains Cree concept of miýikosiwin—a form of innate visual knowledge that orders the way in which the world is seen and experienced—informed the planning and curatorial choices behind the exhibition and engaged in dialogue with the Biennale’s theme of freespace. miýikosiwin, McMaster argues, embodies freespace by pushing back against the spatializing logics of settler colonialism imposed on Turtle Island. Through this process, the Turtle Island Pavilion in Venice became a symbolic gathering place for a multitude of Indigenous nations and their non-Indigenous allies within a pluriversal and multivocal curatorial strategy that expounded on three dominant themes: resilience, self-determination, and Indigeneity.

Also drawing on an exhibition as a case study, Nancy Marie Mithlo and Celestina Castillo’s contribution, Indigenous Curation in L.A.: The People’s Home—Winston Street 1974, examines an exhibition at These Days Gallery, which is located in the building that housed the original United American Indian Involvement Inc. (UAII). The exhibition, which features vernacular community photos from throughout UAII’s history, focuses on the politics of social remembering and the public exhibition of unresolved histories, which have the potential to enact self-healing but can also engender pain and re-traumatization in their audiences. Therefore, in their process of handling the images, creating metadata, and cataloguing, as well as collaborating and communicating with communities, the curators employed a framework they call American Indian Curatorial Practices—a relational, community-based methodology prioritizing community control of resources and adherence to community protocols.

In The Giving Tree: Methodologies of Generosity, Julie Nagam builds on her methodology of the canoe, which encompasses both metaphor and embodied practice by making connections and transmitting knowledge through land, body, and water. Nagam further introduces a method of generosity, its core principles being kindness, support, collaboration, reciprocity, and exchange. She argues that a methodology of generosity is deeply implanted in Indigenous scholarship and ways of knowing and being, weaving together arguments around decolonization, recognition, and the mapping of space throughout her essay. She posits that methodologies of generosity and the canoe should be embedded into our relationships so that we can transform and transcend new possibilities moving forward into a collaborative future.

Further imagining spaces of collaboration, dialogue, and social engagement, Cathy Mattes combines the art historical theory of littoral art with the Indigenous notion of dreaming as a decolonial act to articulate what she calls Indigenous littoral curation in her essay in this volume, Frontrunners as an Exploration of Indigenous Littoral Curation. Engaging the metaphorical potential of littoral zones, or shorelines, she proposes Indigenous littoral curation as a decolonial challenge to the rigidity of Western institutional logics, through the work of Indigenous curators in spaces such as artist-run centres, which make space for more dialogue, responsiveness, and reciprocity in the curatorial process. This, she argues, is a more Indigenous way of being in relation with artists and communities and allows exhibitions to become more dynamic sites for decolonial action.

Similarly engaging in asserting Indigenous space and grounding her work in cultural specificity, Miranda Belarde-Lewis draws upon the ongoing A:Shiwi Map Art Project, initiated in 2006, which maps places of importance to Zuni in Zuni style paintings. In A:Shiwi Art History: The Strength of Pueblo Place, Belarde-Lewis describes how deh’ya (arts) are a system of knowledge for the Zuni Pueblo. Her argument is twofold: that more nuanced understandings of arts from a Zuni perspective provide a more respectful point of entry for non-Zuni scholars and that the tangible connection made through the arts have helped the Zuni Pueblo retain a great deal of linguistic, ecological, spiritual, and cultural knowledge despite the impact of colonization.

Also taking a distinct cultural perspective and worldview, in Inuit Research Methodologies: Conversations Towards Reclaiming Inuit Protocols with Robert Comeau, Krista Ulujuk Zawadski describes Inuit and other Indigenous research methodologies—although always culturally and territorially specific—as coming from a place of subjectivity rather than supposed objectivity, as described in Western/colonial methodologies. Zawadski argues that a core component of Inuit research methodologies is situating one’s self and one’s knowledge, and considering how one’s perspective, personal experience, upbringing, and worldviews influence one’s research. In her discussion with Inuk law student Robert Comeau, Zawadski highlights conversation as an important Inuit epistemological way of teaching and learning. Comeau and Zawadski discuss ingenuity, practicality, and respect as central to Inuit methodologies and focus on the significance of the reciprocity of knowledge within research practices.

Reflecting on the three strands of braided sweetgrass, Jaimie Isaac describes her curatorial and artistic practice as a braided process, weaving together methodologies of decolonization, Indigeneity, and self-determination. In A Braided Process: Decolonizing, Indigenizing and Self-Determination, Isaac argues that braiding allows Indigenous curators to self-determine space, assert Indigenous knowledge, and dismantle or decentre colonial paradigms in the creation of an Indigenous Curatorial Praxis. Drawing on her own exhibition record, Isaac examines how this theory of Indigenous Curatorial Praxis exercises cultural protocols, epistemological frameworks, and the politics of sovereignty, thus creating sovereign spaces for Indigenous art to enter into a broader art discourse by freeing it from the impositions of whitestream expectations.

In the closing chapter of this section, There are No Metaphors: A Proposal for Dreaming Indigenous Philosophies into Studio Arts Education, Peter Morin prioritizes a radical citational praxis in the naming of elders/friends/colleagues/territories to tell the story of how their ideas reshaped his arts-based studio-education pedagogy. His central assertion that there are no metaphors speaks to the disconnect between English and Indigenous philosophies, languages, and knowledge. He argues that, while metaphor can enable fluidity, which allows Indigenous epistemologies to fit within European intellectual traditions, it can also become a tool for ignoring or denying Indigenous power. Rather, Morin argues that Indigenous people do not have to make their knowledge and power approachable, accessible, or coherent for European or settler audiences.



Anti-colonial Practices

In this section, authors write against the ongoing legacies of colonialism, suggest approaches to resist and refuse colonial ways of being and knowing, and question the logics that steer institutional practices in museum, gallery, and university contexts as well as the academic methodologies that have historically informed the writing, collecting, curating, and therefore understandings and valuation of Indigenous art and arts practices. Some of these practices foreground Indigenous specific methodologies, while others explore more accomplice- or co-resistance-based frameworks, anti-racist, and anti-oppressive models. All of the following chapters, however, are contextualized and grounded in the ways in which Indigenous leaders, thinkers, makers, and educators have and continue to ignite cultural and artistic practices to negotiate, resist, and advance survivance, resurgence, resilience, and agency. As Wanda Nanibush reminded us in 2014, Indigenous art has always been tied to the political movements of our times and the struggle for self-determination.19 They contribute to the parallel work of historic and contemporary Indigenous artists across the colonial-occupied borders of what is now Canada and the United States, which, as Dylan Miner argues, in the end, artists form the core of whom and what may be done to challenge the continued legacy of visual colonization.20 The authors in this section envision and articulate anti-colonial and decolonial methodologies in order to advance systemic institutional changes by engaging with Indigenous ways of knowing and being, such as working in relation and reciprocity.

In From Colonial Trophy Case to Non-colonial Keeping House, David Garneau argues for a non-colonial rather than anti-colonial or de-colonial approach to writing Indigenous art histories and working with collections that focus on productive and constructive engagement rather than straightforward critique. Drawing on the case of the Manitou Stone, Garneau questions what Canadian heritage museums could become if settlers would surrender their colonial inheritance and inhabit a non-colonial way of being. Garneau describes non-colonial action as based in real collaboration, not just consultation; it means learning and using, but not getting subsumed by, colonial critique in the process of restoring and recovering pre-contact Indigenous modes of knowing and being. The non-colonial-keeping houses he proposes would differ from settler museums in that they would be shared Indigenous and settler spaces that recognize the sovereignty of Indigenous peoples and place the needs of living people before the preservation of possessions.

In their collaborative chapter, Ethic of Decolonial Questioning: Exercising the Quadruple Turn in the Arts and Culture Sector, Carla Taunton and Leah Decter introduce a methodology that aims to mobilize intergenerational white settler responsibility and decolonial action in the cultural sector, specifically for non-Indigenous scholars, curators, and arts administrators working with Indigenous art and artists. This framework—made up of a series of non-prescriptive questions and self-reflexive turns—aims to guide and support white settler artists, curators, writers, and other cultural workers in conversation with Indigenous methodologies towards achieving the goals of Indigenous-led movements. The authors contend that this series of questions also aims to resist settler colonial possession of knowledge and to instead build practices that are non-extractive, non-performative, and non-appropriative in order to work in ethical decolonial ways of collaboration and towards accomplice-based models of co-resistance.

Travis Wysote advances the potential of the Mi’kmaw philosophy of Two-eyed seeing as a theoretical and methodological approach to Indigenous art history and many other areas of academic research in Unsettling Colonial Education with Two-Eyed Seeing. Wysote describes two-eyed seeing as a vision of modern science infused with Indigenous wisdom, without privileging either Western or Indigenous knowledge. Wysote argues that two-eyed seeing is directly inspired by the Mi’kmaw nation’s long history of living alongside European settlers. Rather than becoming subordinate to Western academic discourse, Indigenous knowledge systems can resolve one of the greatest problems facing Western institutions founded under colonialism: disciplinary fragmentation or the siloing of knowledge. In an exploration of the work of Mi’kmaw artist Ursula Johnson, Wysote showcases the potential anti-colonial power of two-eyed seeing for the arts.

In Decolonizing Representation: Ontological Transformations Through Re-mediation of Indigenous Representation in Popular Culture and Indigenous Interventions, Stephen Foster and Mike Evans argue that Indigenous artists have become key mediators between the representational conceits of the colonial past and a renewed and vigorous articulation of Indigenous intellectual sovereignty, through a form of retro-ethnography that critiques and subverts colonial representation of Indigenous people. They focus on three core methodologies employed by Indigenous artists: Indigenous Ontology, which is inherently relational, multilayered, and accountable; Re-appropriation, which focuses on disrupting, reclaiming, and reconstructing colonial representations of Indigenous people; and Remediation, which is transformative and shifts perspective.

In the essay Care Full Discomfort: Engaged Decolonial Practice, People and Admin, Rachelle Dickenson explains the conceptual framework of Engaged Decolonial Practice (EDP), a conceptual process based on critical self-reflexivity and engagement with the evolving debate around decolonization and the shifting ground of systemic racism. Using EDP to assess her impact, accountability, and responsibility as a cultural worker of mixed settler and Métis ancestry in Canada, she engages in a process of intimate self-reflexive probing or check-ins with herself regarding her intentions, self-interest, emotional intelligence, relevant skills, and reasons for/responsibilities in collaboration. Dickenson argues that institutions would benefit from implementing EDP for their employees and staff to help them practice self-reflexivity and to challenge how administrative infrastructure perpetuates systemic racism.

Drawing on his more than 20 years of experience as a historian, archivist, and curator in major Canadian history museums, Jonathan Lainey offers pragmatic advice for researchers on how to overcome information gaps and ensure the accuracy of information they obtain when researching and interpreting museum objects, specifically Indigenous objects. In Telling the Stories of Objects in Museum Collections: Some Thoughts and Approaches, he advocates for diligent research practices in the understanding of collections. He argues that the documentation of a museum object’s provenance should never be taken at face value but should be interrogated and augmented with additional research in light of the changing nature of museum best practices and other factors from the past. Without arguing that biases or gaps in information are the result of deliberate bad actors, he demonstrates that misinformation, for example, can easily be repeated as a fact until it effectively becomes an agreed-upon truth, even if it has no basis in history.

Mary Longman’s Art Racism to Indigenography Methodology traces the history of discourse in Indigenous art history in order to address the gaps that remain in Western-based institutions that hinder Indigenous research. She introduces a new interdisciplinary methodology she terms Indigenography, defined as researching and writing directly from an Indigenous centre and within the framework of Indigenous epistemology and knowledge. Indigenography requires a holistic and contextual approach that prioritizes Indigenous perspectives and voices through immersion in the Indigenous arts community and primary sources.

In a poetic contribution to this volume, A Glossary of Insistence, scholar, artist, and choreographer Tanya Lukin Linklater shares excerpted entries and event scores from her performance/ dance/poetry/video A Glossary of Insistence, which she has staged in various iterations across Canada and the United States. Through quotes, anecdotes, and references to historical and contemporary cultural workers, exhibitions, and movements, Lukin Linklater ruminates on insistence, resistance, ethics, and excess. The piece includes strategic omissions—deletions that remain legible—and event scores for particular performers. Throughout the alphabetized glossary, the insistence of colonial structures and barriers, borders and institutions, is challenged by the opposing insistence of Indigenous presence, daily refusals, and transgressive movement that exceed colonialism.



Stories, Living Knowledges, Continuity, and Resurgence

The final section of this book focuses on storywork, continuities, and the burgeoning Indigenous future. A rising of a critical mass of Indigenous scholars and curators across academic and gallery contexts coincides with a proliferation of thought and action that has advanced a resurgence of scholarship, practice, and arts-centred activism. Margaret Kovach situates stories and their continuities and resurgence in relation to research methodologies, arguing that Story as methodology is decolonizing research. Stories of resistance inspire generations about the strength of the culture.21 The resurgence of Indigenous methodologies such as storytelling—defined as story as theory by Lee Maracle and storywork by Jo-Ann Archibald—showcases the urgency of continuity for examples for the framing and articulation of Indigenous art histories. As Vizernor writes, the stories of survivance are an active presence,22 which contribute to activating and caring for living knowledges as well as the resurgence of cultural practices.

In Writing and Sharing Our Art Histories: Storying Histories of Art—Activating the Visual, Carmen Robertson examines artwork by two Lakota women a century apart: a dress made by nineteenth-century Sicangu maker Tsakinaskawin and a new media project by contemporary Hunkpapa artist Dana Claxton. Writing from a specific Lakota/Oceti Sakowin perspective, Robertson argues that storying is key to imagining the formulation of Indigenous art history. She argues that story is activated through the process of making and thus becomes actionable and agential. A key component of Robertson’s argument is that storying is not simply an act of narration; storytelling can be oral, performative, and visual, existing in objects, the land, and relationality.

Lisa Myers writes about her 2018 Clarkson, Ontario, iteration of the ongoing multisite art project, Shore Lunch, in Bringing Stories to Sites at Shore Lunch Clarkson/Mississauga. Part performance and part socially engaged artwork, Shore Lunch takes the form of a makeshift camp kitchen and invites people to share food and conversation and reflect on their relationship to different sites. Myers describes Shore Lunch as a platform of engagement in which she creates Anishinaabe spaces of sustenance in response to the specific histories of the places where she enacts it, where learning happens through sharing and spending time. Myer’s focus in this series is on labour histories—in Clarkson, this means the fruit farm industry, the history of Indigenous fruit pickers, and the ongoing exploitation of temporary foreign workers. Myers foregrounds a methodology of Intertwining research with multiple stories to build critical understanding of land, place, and relationships.

In  ‘The words you choose are purposeful’: On Inuit Writing and Editing, Taqralik Partridge and Tarralik Duffy delve into their experiences of writing and publishing on Inuit arts and culture within the broader Canadian and international arts milieu. Their conversation centres their deep understanding of and responsibility to how they write about their communities and kinship relations. They discuss the many obstacles facing Inuit and other Indigenous authors who publish in mainstream journals and magazines; one of the issues that emerges frequently in their work is the challenge of working with non-Indigenous editors, who often change or correct vital aspects of their writing to fit colonial English-language conventions, despite not possessing the historical, cultural, or linguistic knowledge to understand writing from within an Inuit framework.

In Beyond Queer Survivance, Michelle McGeough contends that Indigenous understandings of gender fluidity are best examined through Indigenous epistemologies. As a result of the policing of gender and sexuality that has been central to settler colonial ideologies and systems of religious control, heteronormativity and homophobia have been internalized by many Indigenous communities. However, McGeough also cites a number of examples of Indigenous interventions into critical theory, entertainment, and art. The author provides case studies of the gender bending performances of nineteenth-century Haudenosaunee playwright Go Wan Go Mohawk, the gender-inclusive structure of the Diné language, and the work of contemporary artists including Kent Monkman, Barry Ace, Thirza Cuthand, and Rosalie Favell. McGeough argues that Indigenous epistemologies, as expressed through oral storytelling, Indigenous languages, and critical interventions, provide a more nuanced understanding of Indigenous notions of gender and sexuality. To speak and write Indigenous stories, she argues, is to reject the settler frameworks that silenced Indigenous knowledges and ways of being.

Reclaiming the concept of abstraction from colonialism and European modernism, in Teachings—Indigenous Theories and Methods for Indigenous Art Histories in North America: Indigenous Abstraction—A Vehicle for Visioning, Jason Baerg asserts that abstraction lies at the core of Indigenous customs and cultures. Rooting the discussion in Cree Métis culture and artistic practice, Baerg theorizes Indigenous abstraction as fundamental to Cree language, epistemology, and cultural teachings. He uses the specific example of Cree syllabics, symbols used to denote single words that envelop profound concepts, in order to elucidate how Indigenous abstraction both predates and cannot be subsumed by European modernist or Western art historical notions of abstract art.

Nadia Jackinsky-Sethi shares her research on Alaska Native Artistic Revitalization and the Persistence of Indigenous Aesthetics, reflecting on the roles and responsibility of Indigenous art historians such as herself within the current cultural resurgence of the Alaskan Native community. Jackinsky Sethi’s research on Alaska Native artistic revitalization posits that art history has much to gain by bringing in the voices and perspectives of Indigenous art historians whose work helps to record, share, and celebrate the artistic accomplishments of their communities in a way that is relevant to those communities. Her discussion investigates how the act of making art based on historical traditions and continuities informs our knowledge of the past and connects us to our cultural identities today. This chapter explores the significance of Alaskan Native artists to the movement to reclaim Alaska Native identity for community resilience.

In the final chapter, Foregrounding Pivalliatitsinik/Piggautigijaunikkut: Indigenous Mentorship in Creative Spaces, Heather Igloliorte explores the concept of Indigenous mentorship through the lens of Inuit Qaujimajatuqangit and Indigenous curatorial practice. Igloliorte situates her research on Inuit mentorship practices within historical calls for mentorship from within Indigenous curatorial and institutional practices, and as a strategy for contributing to cultural resurgence. She argues that by supporting the growth and development of new skills and competencies for emerging arts professionals, we support the creation of new knowledges in creative practices, thus changing the discourse of institutions by prioritizing the voices, concerns, and decision-making authority of Indigenous peoples. Calling for Indigenous people to lead the discourse on collecting practices, the exhibition of arts and culture, and the dissemination of knowledge about Indigenous art and art history, Igloliorte foregrounds a methodology of curatorial mentorship grounded in Inuit knowledge and values. To do so, she draws on two case studies from her own curatorial practice and experience, including a training and mentoring project she leads as well as an exhibition she co-curated.



The Path Forward

This companion presents a plethora of theoretical and methodological approaches through which Indigenous scholars today work across advocacy, activism, and community. It holds space for furthering an Indigenous-led art historical discipline that is grounded in diverse Indigenous knowledges, kinship relations, sovereignties, and decolonial practices. While some of the texts attend to localized urgencies of Indigenous language and cultural knowledges resurgence, for instance, and deliberately step away from any engagement with the legacies of colonial thought and settler occupations, what all the contributing authors bring forward are generative, non-extractive models of academic research. These chapters thus, in their conceptualization, organization, and articulation, are themselves models from which we hope readers can learn and consider in their own work advancing self-determined Indigenous art histories and Indigenous, decolonial, and arts-based theories and methodologies. As Nancy Marie Mithlo writes in her 2012 essay No Word for Art in Our Language? Old Questions, New Paradigms, Only one theorist or school of thought cannot accomplish the crafting of a field of study. This is work that will take generations of events, contemplation, and establishment of patterning to discern.23 We hope that this collaborative, artistic, and intellectual exchange will contribute to the ongoing proliferation of critical capacities for the study and recognition of Indigenous arts, foster a greater understanding of and appreciation for Indigenous art theories and methodologies within the broader contemporary arts milieu, and assist those on the path forward to imagining, creating, and disseminating Indigenous art and art history within North America and internationally in the future. As Leanne Betasamosake Simpson argues in As We Have Always Done: Indigenous Freedom through Radical Resistance, When we start to link up with other individuals and communities engaged in everyday acts of resurgence by refusing the divisions of colonial spatialities, networks, or constellations, emerge.24 We hope that in bringing these individual contributions together in this particular constellation of chapters, conversations, and creative responses, this book will also contribute some useful tools for the current and future writers and creators of our collective art histories.
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SECTION ISovereignty and Futurity





1 Art, Visual Sovereignty and Pushing Perceptions

Jolene Rickard

DOI: 10.4324/9781003014256-3


Up until the mid-1980s, my understanding of the use of the term sovereignty was linked to ideas of governance and settler-state legal definitions. It was not anchored in European monarchical and hierarchical ideas of leadership or governance but was normalized within Hodinöhsö:ni’ / Haudenosaunee culture as a way to describe our assertion of nationhood. It was invigorated within Hodinöhsö:ni’ territories in the 20th century by Deskaheh’s intervention at the League of Nations in 1924, but its historic influence dates back to the 1700s1 (Figure 1.1). This diplomat was sent by the council of Six Nations (Haudenosaunee community near Brantford, Ontario) in response to ongoing colonialism by settler states Canada and the United States, which included restrictions at the border, the Indian Act and imposed U.S. citizenship. Because the Six Nations Confederacy or Hodinöhsö:ni’ homelands overlap with land in the United States and Canada, the issue of free passage in our ancestral homelands and imposed settler citizenship became symbols of sovereignty for the Hodinöhsö:ni’ in the early 20th century. Therefore, the use of the term sovereignty in the 1970s was a positive affirmation of Hodinöhsö:ni’ self-determination. This brief summary does not suggest other Indigenous peoples were not engaged with this idea; rather, I am tracing a specific thread of how sovereignty was situated within Hodinöhsö:ni’ consciousness and practice. Sovereignty was used as a form of mental armor by Hodinöhsö:ni’ leaders and activists against further colonization and an action of self-determination. I trace a historical presence that is absent in contemporary theorizations that unwittingly erase the risk endured by Indigenous peoples’ assertion of sovereignty. I recognize a schism between the way sovereignty is currently expressed among Hodinöhsö:ni’ and Indigenous communities, and how it is discussed within academia. This observation provides the opportunity to make a distinction between the theorization of this term and the enactment of sovereignty, or, as described by Dylan Robinson, doing sovereignty.2

Recently, an entire edition of the e-journal borderlands focused on Creative Sovereignty, The In-between-Space: Indigenous Sovereignties in Creative and Comparative Perspective.3 Co-editors Matthew Wildcat and Justin De Leon have identified a framework to critique multiple expressions of sovereignty based on an examination of 15 books that deal with the concept of sovereignty. They have constructed three categories of sovereignty called additional descriptors, including visual sovereignties, temporal sovereignties, and nested sovereignties, based on the text by authors Aileen Moreton-Robinson, 2015; Lisa Ford, 2010; Glen Coulthard, 2010; Mark Rifkin 2017; Jennifer Cattelino, 2008; Kevin Bruyneel, 2007; J. K. Kauanui, 2018; Paul Nadasdy, 2017; Audra Simpson, 2014; Sarah Deer, 2015; Mark Rifkin, 2012; Michelle Raheja, 2010; David Carlson, 2016; Melissa Duarte, 2017; and Joshua B. D. Nichols 2020. Wildcat and De Leon’s insight that a unique aspect of the appropriation of this term by Indigenous communities is the addition of descriptors underscores the intentional Indigenous destabilization of this term as a reflection only of Westphalian sovereignty.4

Although Wildcat and De Leon do acknowledge the liberatory framing of intellectual sovereignty by Robert Warrior as part of the critical descriptors of sovereignty5 because his work is not a singular text, it didn’t make the list. Yet Warrior’s linkage of intellectual in 1992 was among the earliest add-on descriptors to sovereignty. Warrior acknowledges the influence of the eminent Lakota scholar Vine Deloria’s perspective that the key to an American Indian (and planetary) future was the return to Native traditions and ceremonies within a framework of asserting sovereignty, where he questioned what nationalism, self-determination and group sovereignty really meant. This view of sovereignty was informed by the 1970s activism and militancy of the American Indian Movement (AIM), the mobilization of urban Indians and the resurgence of customary traditions. Warrior argued that the process of sovereignty provides a way for envisioning the work we do. He asserted, What is now critical for American Indian intellectuals committed to sovereignty is to realize that we, too, must struggle for sovereignty, intellectual sovereignty, and allow the struggle.6 Warrior’s role as one of the founders of the Native American and Indigenous Studies Association (NAISA) in 20077 has strengthened the centrality of Indigenous literary nationalism as a sovereigntist expression within the field of Indigenous Studies. But I argue that an earlier expression and envisioning of sovereignty took place in the 1980s and was identified as visual sovereignty. Within the narrative provided by Wildcat and De Leon, visual sovereignty is a key sub-theme within their mapping of interventionist descriptors and attributed to Michelle Raheja’s articulation in Reservation Reelism: Redfacing, Visual Sovereignty, and Representations of Native Americans in Film (2010). It is possible that a co-temporaneous development of the term visual sovereignty was in formation, but there are other historic markers that enrich this expression. I argued in 1995 that


the singular idea of sovereignty as a legal construct has evolved into multiple interpretations by Indigenous artists, but many Native scholars caught in a system of Western validation have not embraced this view … that the legal political assertion of sovereignty in the 20th century has always co-existed with a complex expressive imaginary of visual sovereignty.8



Along with Warrior’s intellectual sovereignty and Rickard’s visual sovereignty, the first wave of descriptors to sovereignty included Beverly Singer’s cultural sovereignty and Mique’l Dangeli’s dancing sovereignty.9

The breakthrough moment in thinking happened for me in the mid-1980s. Up until that point, the expression of sovereignty in Hodinöhsö:ni’ territories had deep roots in the nation-to-nation relationship the Hodinöhsö:ni’ have with the settler state of the United States based on the Canandaigua Treaty of 1794. Therefore, the Six Nations of the Hodinöhsö:ni’ Confederacy, including the Mohawk Nation, Oneida Nation, Onondaga Nation, Cayuga Nation, Seneca Nation and Tuscarora Nation, were already framed as nations by the terms of this treaty. Perhaps the earlier diplomatic trip by Mohawk and Mahican men resulting in a visual record with portraits titled The Four Indian Kings of the New World, in 1710 by John Verelst, marked their audience with the Queen Anne and began a reimaging of sovereign relationships. But the most compelling assertion of Hodinöhsö:ni’ nationhood was the diplomatic trip staged by the Six Nations community, with the failed intervention that a Cayuga titleholder, Deskaheh (Levi General, kéhe), made to the League of Nations in Geneva, Switzerland, in 1924 (Figure 1.1)—failed because he didn’t make it in to address the representatives of the League of Nations.10 But this trip did reaffirm for Hodinöhsö:ni’ people that we are a separate sovereign political body. This action was taken because of increasingly restrictive settler-colonial laws from both Canada and the United States.11 On the ground within Hodinöhsö:ni’ territories, our people physically marched at strategic border points to defend our right to move freely within our homelands. My grandfather, Clinton Rickard and his contemporaries formed the Indian Defense League of America in 1926 and staged physical interventions concerning settler laws that interfere with Hodinöhsö:ni’ law.12 They marched in defense of our sovereignty, and this work has continued for over 80 years (Figure 1.2). Therefore, there are Indigenous peoples, specifically, Tuscarora and other Six Nation citizens and members who have physical or embodied experiences related directly to expressions of sovereignty; it is not an abstract idea. In the 20th century, the Hodinöhsö:ni’ interpreted sovereignty as a nation within settler legal frameworks. But their actions told another story. Their interventions were a complex orchestration of performativity, embodiment and representation. As much as my ancestors were utilizing settler legal systems, they also made present the ongoing tactics of colonialism within public space and were diligent at interactions with the representational apparatus of media. Ironically, all of this activism was discussed as asserting sovereignty as nationhood set within settler legal framework. Yet it was so much more.

[image: ]Figure 1.1 Deskaheh (Levi General) of the Six Nations of the Grand River, Ontario, Canada. Postcard: Indians and Western Historical Scenes series (W417). ca. 1915–25.
Source: The Jefferson R. Burdick Collection. Gift of Jefferson R. Burdick. The Metropolitan Museum of Art.
[image: ]Figure 1.2 IDLA – Indian Defense League of America – march across the Rainbow Bridge, Niagara Falls, NY, in defense of the Jay Treaty of 1794. Founder, Chief Clinton Rickard (Tuscarora) third from the right. ca. 1926.
Source: Courtesy of the IDLA – Indian Defense League of America and family of Eli Rickard.
It is against this family experience of performing sovereignty that I pushed the singular expression of legal sovereignty to visual sovereignty as an act of self-determination. The distance of being away from my home territory of the Tuscarora Nation, which is located at the western door of the Hodinöhsö:ni’ confederacy, provided an opening for this assertion. Living in the lower—yet to be gentrified—east village in New York City and volunteering for the American Indian Community House Gallery, it was possible to see things in a different light. As a photographer pushing the boundaries of what Susan Sontag described as the photo-real, I was part of a group of photographers that challenged conventional categories of photography in the late 1970s up to the mid-1990s. The photograph has been a powerful tool of colonization since the early 1800s. Photography helped to construct Indigenous land as vacant and contributed to an unlawful and violent dispossession into the 20th century; it anchored or froze Indigenous peoples in a primitive past; and penetrating photographs confirmed the boarding school civilizing project. Although Indigenous peoples embraced this technology from the start, it took a community of Indigenous photographers to reverse the colonial gaze. The emergence of Indigenous photographers in the 1980s, the cultural turn in the arts world and opportunities to attend conferences created one of the first networks of Indigenous photographers in the 1980s. It was further solidified with the formation of the Native Indian/Inuit Photographers’ Association (NIIPA)—active from 1985 to 2006. It was within this context that I applied the descriptor visual to sovereignty. It was a rejection of the singular notion of sovereignty as referring to only an Indigenous interpretation of sovereignty as legal or nationhood. As artists, the site of creative invention became an act of visualizing sovereignty. It was an empowered extension of building out or pushing the boundaries of how self-determination was expressed within Indigenous communities. It felt like we were visualizing an Indigenous future that understood its imbricated reliance on our relationships to land as nations. And, due to hetero-patriarchal attitudes among the Hodinöhsö:ni’, it was one of the only ways that as a woman I could have a public voice. Artists Jessie Cooday, Hulleah Tsinhnahjinnie, Larry McNeil, Shelley Niro and others were active participants in demonstrating how sovereignty was visualized through photography. I think the discussion happened first around photographs and migrated to film and video. This moment was best captured in the photo journal, Aperture’s special issue, Sovereignty: A Line in the Sand, 1995.13 There was this moment when we were in London sitting in a hotel lobby after an opening at the Barbican Arts Center and AIM and Red Power activist John Trudell walked by. We all nodded at each other; his activism was staged at Wounded Knee and Alcatraz, and ours was happening in the form of an exhibition at galleries.

It is difficult to measure how significant adding the descriptor visual to sovereignty was at that time because today there are so many add-ons to sovereignty as a casual academic exercise. The idea of visual sovereignty came out of the lived experience as a Hodinöhsö:ni’, Tuscarora citizen and member of a community. It also functions in my life as an intellectual project, but like the complications around food sovereignty, there reaches a point where unless you are directly involved with reproducing this knowledge (seed saving by growing, knowledgeable about caring for heritage plants and seeds, and responsible for reproducing this knowledge within inter-generational spaces) from within nation territories to urban communities, talking and writing become rhetorical. I view Haunani K. Trask’s seminal work in 1999 on Hawai’ian sovereignty as an inspiration and demonstration of reclaiming a balance of power among men, women and traditional governance.14 She did not discuss sovereignty; her embodiment of traditional governance shifted the discussion within both Hawai’i and academia. I suggest that the role of media, specifically photography, was a key element in the 20th century for Indigenous peoples asserting and reclaiming our agency and vision of the future.

The role of the arts in society is anticipatory. The breakthrough moment in identifying visual sovereignty was a rejection of the compromised in-between spaces of legal interpretations as dominant. It has yet to be acknowledged that it was the creative arts, both visual and textual, that broke with the authority of the subjugate interpretation of sovereignty as an appropriative European concept anchored in Western legal framings. What is the visual and conceptual shift from the mid-1980s to today in the arts that continues to push Indigenous communities? I recognize many important trends, but the innovation in traditional arts and the investment in re-reading the archive open up new future Indigenous tap roots. The exuberant innovation in beadwork signals a desire to engage with customary practices within a contemporary context. My own collaborative and co-creation curatorial work with the exhibition Across Borders: Beadwork in Iroquoia (1996–2005) was an example of an exhibition as an intervention as visual sovereignty15 (Figure 1.3) The recent exhibition in 2018, Hearts of the People: Native Women Artists, is but one example of many where contemporary art is in dialogue with traditional forms, not as a reproduction but as evolving interpretations of the form,16 and the demonstration of visual sovereignty.

Recently, Mohawk artist Alan Michelson and I conducted a dialogue in conjunction with his new work Blanket Refusal, 2020 (Figures 1.4 and 1.5). The work references the demonstration of Hodinöhsö:ni’ sovereignty by featuring the letter that was sent from the Onondaga Nation on behalf of the Six Hodinöhsö:ni’ Nations as a rejection of U.S. citizenship. The historical and legal document was silkscreened onto a fleece representation of the Two Row Wampum Belt or Guswenta.17 Within North American visual culture, the Two Row Wampum Belt is becoming a ubiquitous image. Its visibility makes legible difference in systems of governance, both Hodinöhsö:ni’ and European-settler. Artworks like Alan’s make present the challenge and opportunity to understand this visualization of Hodinöhsö:ni’ sovereignty as having been asserted at early contact since the construction and diplomatic exchange of the belt happened in the 1600s. It makes clear that the Hodinöhsö:ni’ understood that the invading settlers have a different worldview. Represented by two purple lines, the metaphor is that Indigenous peoples are in a canoe and settlers are in a ship, moving along on the river of life. It is suggested that it represents mutual respect and responsibility for the white space or river that creates a boundary between these two spaces. Alan’s use of a historic document invites the viewer to be informed, but Blanket Refusal also provides an immersive experience. The tactile fiber links to the history of exposing Indigenous peoples to smallpox by gifting infected blankets. In this case, the pox or infection is the intended subjugation of the Haudenosaunee as citizens of the United States while not rescinding the Marshall Trilogy decisions rendering American Indians as quasi-sovereign in U.S. legal terms.18

[image: ]Figure 1.3 Installation from the exhibition, Across Borders: Beadwork in Iroquois Life, 1999–2003.
Source: Photograph courtesy of Jolene Rickard.
[image: ]Figure 1.4 Blanket Refusal, 2020. Artist: Alan Michelson (Mohawk, Six Nations). Digital Design. 80″ × 60″ each.
Source: Courtesy of Alan Michelson.
[image: ]Figure 1.5 Blanket Refusal, 2020.OEBPS/Images/Figure1_4.jpg
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