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Elizabeth Woody (Navajo/Warm Springs/Wasco/ Yakama) is a writer, visual artist, community
activist, and Program Associate at Ecotrust, a non-profit environmental organization in Portland,
Oregon. From 1994 to 1996 she was a professor of creative writing at the Institute of American
Indian Arts in Santa Fe, New Mexico. Her first collection of poetry, Hand Into Stone (Contact II,
1989) received the American Book Award. She is also the author of Luminaries of the Humble
(University of Arizona Press, 1994) and Seven Hands, Seven Hearts, Prose and Poetry (Eighth Mountain
Press, 1994). Her numerous awards include the William Stafford Memorial Award for Poetry
(1995) and an Americans for Indian Opportunity Ambassadors Fellowship (1993). In 1997 she was
an Artist-in-Residence at Intersection for the Arts in San Francisco, California. Woody has given
lectures, presentations and workshops at schools and conferences all across the United States,
including the Telluride Native Writer’s Program. She was a founding member of the Northwest
Native American Writers Association. Her visual art has been exhibited regionally and nationally in
the traveling exhibition “The Submuloc Show/Columbus Wohs” (1992) and in “For the Seventh
Generation: Native American Artists Counter the Quincentenary” (1992), organized by the
distinguished Cherokee artist Phil Young,
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Editor’s Foreword

The state of the art, May 1998 A few weeks ago the Canadian Museum of Civilization in Hull,
Quebec, opened “Reservation X,” which featured eight contemporary indigenous artists from
Canada and the United States. Curated by Gerald McMaster (a contributor to this volume) and
described as “eight commissioned inquiries into aboriginal identity,” this exhibition is the most
recent in a series of critically important shows held in the museum’s Indian and Inuit Art Gallery
since 1989." The Heard Museum in Phoenix, Arizona, is currently showing its Seventh Native
American Fine Art Invitational, which also includes both Native American and First Nations artists
working in a variety of media. According to Margaret Archuleta, Curator of Fine Art, “The Heard
Museum’s Invitational continues to be the only fine art invitational exclusive to Native artists that is
not thematic and does not follow categories as defining distinctions.” Running simultaneously with
these two exhibitions is the Oakland Museum of California’s “The Discovery of Gold in California:
Paintings by Harry Fonseca,” which features richly tactile images that are paradoxically gorgeous
(as art) and violent (as history). In 1997 the Tucson Museum of Art in Tucson, Arizona, presented
“Sola: Emmi Whitehorse,” the twelfth in a series of exhibitions focused on contemporary Southwest
images funded by the Stonewall Foundation. “Gifts of the Spirit: Works by Nineteenth-Century and
Contemporary Native American Artists” was a stunning exhibition held at the Peabody Essex
Museum in Salem, Massachusetts in 1996—7, whose list of accomplished artists included Truman
Lowe, George Morrison, Shelley Niro, and the brothers Diego and Mateo Romero, among numer-
ous others. Also on view in 1996 was “Between Two Worlds: Sculpture By David Ruben Piqtoukun”
(Winnipeg Art Gallery, Manitoba): sixty-two provocative objects made with materials such as
African wonderstone, Greek alabaster, limestone, marble, and welded steel, by an artist whose work
is in several public collections, including the Art Gallery of Ontario and the Staatliche Museum
fiir Volkerkunde in Munich, Germany. The Aperture Foundation published a sumptuous portfolio
of contemporary indigenous photography (and texts) in 1995: “Strong Hearts: Native American
Visions and Voices,” which constitutes a fine introduction and overview. And by the time our edited
volume reaches libraries and bookstores, Teresa Marshall will have had a solo exhibition, “A Bed to
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the Bones,” at the Contemporary Art Gallery in Vancouver, British Columbia, and the Winnipeg Art
Gallery in Manitoba will be on the verge of its Robert Houle retrospective.® A more comprehensive
overview of recent exhibitions in galleries and museums is prohibited in this context, but this precis
hints, at least, at the widespread vitality of, and growing public interest in, twentieth-century Native
American and First Nations art.

Why is it then that such art is frequently missing from the curricula of major research universities
and art schools in Canada and the United States? A partial explanation lies in the fact that instructors
trained in the history of “traditional” Indian art are not always conversant with the issues and
paradigms of modern and contemporary art. Similarly, scholars of “mainstream” modernism and its
various offspring who might be interested in democratizing, pluralizing, and indigenizing their
survey courses, often do not have the requisite familiarity with Native art in the twentieth century,
which is decidedly underpublished. Both groups, I believe, will find this book an especially useful
addition to their reading lists, as will artists, anthropologists, and scholars of (Native) American and
Canadian Studies. Written by artists, art historians, anthropologists, curators, and critics, the essays
in this collection are theoretically informed and highly conscious of the moral, taxonomic, and
epistemological obstacles inhering in a “post-colonial” history or criticism of Native American and
First Nations art since 1900.*

Although it would be extremely difficult, I think, to produce a collection of essays on this subject
that was both truly comprehensive and reasonably affordable — and this fact underscores the strength
and tenacity of aboriginal American artists in this century — this book does examine a remarkable
array of topics ranging from the 1890s to the present. In addition to chronological breadth, this
anthology also casts a wide net over geography (from Pueblo country to the Arctic), methodology,
and a plurality of artistic paradigms, including revival styles, genre painting and abstraction, and
“postmodern” performance and installation.’ And the issues considered in these essays are impres-
sively diverse as well: the patronage and marketing of Indian art; institutional authority and
indigenous intentionality; Native (dis)engagement with modernism; the politics of representation;
aesthetic and cultural identity; and ecology, feminism, and spirituality in contemporary Native art.

Many of the writers represented here are operating in what I have described previously as the
fertile interstitial zone that critical theory and cultural studies have created between art history and
anthropology.6 And the Native American and First Nations contributors to this volume are writing
both out of and into the space of sovereignty and self-determination. I am pleased and honored to
be the coordinator and editor of such a pre-eminent group of practitioners. Indeed, many of the
contributors to this book have taken an active role in shaping and defining the emergent new
discourse on twentieth-century Native American visual culture(s). This interdisciplinary volume
will help satisfy an urgent need for poststructural texts that forge new methodologies for the study
of global indigenous art in the twentieth century.

Despite the fact that the historical, intellectual, and aesthetic terrain mapped by these essays is
vast, the subtitle — makers, meanings, histories — indicates a unifying structure. The intentions and
motivations of specific makers, such as the early modern Hopi potter Nampeyo and the
contemporary Cowichan-Okanagan artist Yuxweluptun (aka Lawrence Paul), are articulated with
respectful sensitivity. The multiple meanings of Native art in various contexts is also a ubiquitous
theme, as is the recognition of, and commitment to, histories (as opposed to a hegemonic HISTORY)
of twentieth-century Indian art that value the emic authority of Native voices.

W. Jackson Rushing ITI
University of Missouri-St. Louis
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Gerald McMaster (ed.) Reservation X: The Power of Place in Aboriginal Contemporary Art (Ottawa: Canadian
Museum of Civilization, 1998). On the Canadian Museum of Civilization, see Gerald R. McMaster and
Lee-Ann Martin, “The Contemporary Indian Art Collection at the Canadian Museum of Civilization,”
American Indian Art 15 (Autumn 1990): 50-5, and W. Jackson Rushing, “Contingent Histories,
Aesthetic Politics,” New Art Examiner 20 (March 1993): 14—15. Following recent Native discourse, in
this text the terms Native American, Indian, indigenous, aboriginal, and First Nations are used
interchangeably; see Lee-Ann Martin, The Art of Alex Janvier: His First Thirty Years, 1960—1990 (Thunder
Bay, Ontario: Thunder Bay Art Gallery, 1993), p. 44.

Margaret Archuleta, “Curator Statement,” in Seventh Native American Fine Art Invitational (Phoenix, AZ:
Heard Museum, 1997), p. 2.

Robert Yassin, Tisa Rodriguez Sherman, and Lucy Lippard, Sola: Emmi Whitehorse (Tucson, AZ: Tucson
Museum of Art, 1997); Dan L. Monroe et al., Gifts of the Spirit: Works by Nineteenth-Century and
Contemporary Native American Artists (Salem, MA: Peabody Essex Museum, 1996); Darlene Coward
Wright, Between Two Worlds: Sculpture By David Ruben Pigtoukun (Winnipeg, Ontario: Winnipeg Art
Gallery, 1996); and W. Jackson Rushing, Teresa Mashall: A Bed to The Bones (Vancouver: Contemporary
Art Gallery, 1998).

I have made the term “post-colonial” contingent, even though it is in use in reference to Native art and
its history, because I believe that we are still working toward the post-colonial era in North America.
The applicability of the term “postmodern” to recent Native artistic practice is debatable. See, for
example, Joseph Traugott, “Native American Artists and the Postmodern Divide,” Art Journal 51 (Fall
1992): 36-43 and Loretta Todd, “What More Do They Want,” in Gerald McMaster and Lee-Ann
Martin (eds) Indigena: Contemporary Native Perspectives (Vancouver: Douglas and McIntyre, 1992), pp.
71-9.

See W. Jackson Rushing, “Critical Issues in Native American Art,” Art Journal 51 (Fall 1992): 13.
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