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ABSTRACT

The powers of creativity and symbolism that art draws upon have beemukegublic realm

to uplift andalsoto oppressWithin this context, art, from Indigenous perspecticas

positively influence the collective imaginations and wokiksuye (memory) of someigenous
intervention into the practice of public @danpowerfully contribute tadheprocess of
decolonizatiorand Indigenization iimerica Considerations embedd&unotions of public
spacewithin asettlercolonial society, such deeattempted erasure of Indigenous peoples
histories, and thesupplantingof Western doctrines over Indigenous cultyumeBuence the
production and reception ofifwork. Erin Genia, a Dakota artjstnalyzes the politics of

memory in public space by scrutinizing monuments celebrating the American colonial project
anddescribes the impacts of Western imperialism on Indigenous arts and citypeesenting
her own artwork, as well deatof prominent Indigenous artists working in the puklhere

she shows hownderstandings of pla@nd relationshipnderpinDakotdindigenousmethods
andargueghat public art is m arenavhere an evolution of thought and practice in approaches to
the world can come to fruition.
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Introduction

Art in Americads public sphersguarespopear s i n
roadsides and bridges, as sculptures and murals, on flags, as historic monuments and memorials,
and in street art, museums, architecture, landscaping, and other infrastructure. From my
perspective as a Dakot adedwithchallenges. MVesterniartsar@s pub
culture have been effectively used as tools to force the assimilation of Indigenous people into
American society. Museums have undermined the culture and creative arts of Indigenous
peoples, perpetuated an ethos tlats us within restrictive narratives, and placed limitations on
the roles of art. Monumental works have expropriated tribal territories and sacred sites. All affect
the political and social realities of Indigenous people by influencing public opinioregyidg
colonial attitudes that justify the occupation of Indigenous lands and subjugation of Indigenous
peoples.

While art in Americads publ i c isralecautethtohas s o
uplift. It can address colonial harm by providigg arena where Indigenous art forms can
flourish. It can bring people together to address key community needs and promote justice
through the creative process. Works of art can spark learning, critical thinking, healing,
understanding, and connectittmough wokiksuye (memory)This thesis asserts that Indigenous
intervention in the practice of public art of
collective consciousness and improving society through Indigenization and decolonization.

Dakotaunderstanding of place, art and creativity, history, relationality, time, property,
and the nature of realidywhich differ significantly from Western construdtfiave continued to
sustainour peopledespite centuries of colonization, genocide, and assiomldJnderstanding
the underlying political and historical layers that affect the production of art and culture and
finding ways to address them will help move Indigenous arts forwaotn my perspective as a
Dakota artistthefundamental questioat the heart of this inquiry is: What does it mean to be an
Indigenous/Dakota artist working in the public sphere todiy™e, it requires that | make
work that is accountable not only to my own vision, but to my communities, my tiospaye
(extended family), mancestors, and future generations. These responsibilities shape my
interactions with the art world and the discipline of art, in its many forms. Through a research

method based upon the Dakota epistemology of Wodakota, | seek to spark different approaches
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to thinking about the complex issues facing Indigenous peoples, marginalized communities, and
humanity as a whole.

The thesis is organized according to the key issues surrounding the politics of memory in
public space with regard to Indigenous art armhuments. For each topic, a relevant history will
be given alongside the ethical considerations
chapter 1, | describe my research methodology, which is based on the Dakota epistemology of
Wodakota Chapter Zllustrates Dakota and Western paradigms and the power dynamics
between them. Chapter 3 considers the complex legacy of Indigenous art and identifies the
challenges Indigenous artists face in creating work in a context dominated by Western art norms.
Chagper 4 discusses the impacts of museum spaces on Indigenous art as well as their role in
communicating narratives that influence public understanding of Native peopthapher 5, |
include my own story as a Dakota artist and researcher, drawing upeantéxperiences that
inform my arguments. After building this foundati@hapter 6 examines the complexities of
public space as they relate to Indigenous peoples by describing sites, monuments, and public
works of significance to Dakota peoples, suclkiasGrandfathers/Mount Rushmore, Bdote/Fort
Snelling, the pipestone quarry at Pipestone National Monument, the Lincoln Memorial, and
Stone Mountain. Chapter 7 discusses public art and Indigenous artisteapter 8 contains the
transcripts of three ietviews with the Indigenous artists Nora Naranjo Mofdan Michelson
andLyonel Grant

Through this work, | hope to help create a just future by clarifying these complexities,
contributing to the ongoing discourses around the politics of public artrfrpperspective as a
Dakota person, and providing visibility and p

through art and memory.



Chapter 1Method

The major difference between American Indian views of the physical world and Western
Science lis in the premise accepted by Indians and rejected by scientists: the world in
which we live is alive. Many scientists believe this idea to be primitive superstition and
consequently the scientific explanation rejects any nuance of interpretation whigh coul
credit the existence of activities as having partial intelligence or sentience. American
Indians look at events to determine the activity supporting or undergirding them. Science
insists, albeit at a great price in understanding, that the observedémeaised as

possible from the event he or she is observing. Indians thus obtain information from
birds, animals, rivers, and mountains which is inaccessible to modern science. Indians
also know that human beings must participate in events, not isolatediiremfrom
occurrences in the physical word.

As a Dakota artist, scholar, community organizer, and cultural worker, | examine art in
the public sphere from my layered perspectives as a multicultural Indigenous person. Using
Dakota methods, | center my arguments from my own life experiences, aitgraot
communitybased work. The scope Wfokiksuye: The Politics of MemadryIndigenous Art
Monumentsand Public Spacencorporates secondary, primary, and artistic research. Secondary
research on Indigenous issues, public space, monuments, andaptipirovides facts and
points of departure to advance my perspective. Primary research includes interviews with three
prominent Indigenous artists: Nora Naranjo Morse (Tewa), Alan Michelson (Mohawk), and
Lyonel Grant (NgUti Pomkunicatedhaimndighs abokthea wa ) . T h e
multifaceted processes of public-araking, as well as about art in relationship to land,
monuments, and memory. | share my relevant artworks and associated research to illustrate
examples, strengthen my arguments, artitadhe discourses on Indigeneity, Dakota history,
sacred sites, and art forms. My approach to these topics is colored by the fundamental
paradigmatic dissonance between Indigenous and Western philosophies, the nuances of which
can be revealed through ateve expression.

The thesis format is part of an academic t

peoples Academic research has often been used as an instrument of dispossession. The history

1. Vine Deloria JrRed Earth, White Lies: Native Americans and the Myth of Scientific (fe&tv York:
Scribner, 1995), 56.

2. Devon MihesualS 0 You Want to Write ab o Wlriterd Btaderitscamch | ndi an:
Scholars (Lincoln: University of Nebraska Press, 2005).
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of its exploitation of Indigenous peoples is walktdmented. In undertaking my own research
and this thesis, |l related to the work of 1nd
appalls us that the West can desire, extract and claim ownership over our ways of knowing, our
imagery, the things wereate and produce, and then simultaneously reject the people who
created and developed those ideas and seek to deny [us] further opportunities to be creators of
[our] own culture. o

In previous scholarly pursuits, | have tested different research dudtiytes, finding the
critical, decolonization, and Indigenous paradigms helpful but liditezla researchased
practitioner, | have investigated the relationship between research and Indigenous peoples. In
2010, I organi zed tnhdei afinR eCoeuanrtcrhy OP rcootnof ceorl esn cien f
Indian Applied Research Institute at The Evergreen State College. The question of how to
conduct research without perpetuating the harmful practices of Western approaches is salient.
AAs mor e and gndorergage with onpesialissn amdecolonialism in research, make
choices on what they research, and delve into
are confronted by the real | i mit &Whileowesterrof Wes
praxis has been detrimental to Dakota knowledge production and dissemination, these methods
remain reliable and relevant to life and inquiry. They are therefore essential to this thesis, in
which | haveexperimented witla mixed formulation that includedements of Indigenizing,
decolonization, critical race theory, and commuib&ged research methodologies, vaith
foundation inWodakota

In my life and work as an artist, my responsibility to live by Wodalssacentral
concern. Wodakota is a set @flues and rules for how to behave and live in a civilized manner,
based on Dakota tenets. In the context of this thesis, Wodakota has been applied in numerous
ways. My methods for research in data collection, analysis, and presentation rely on Dakota

3. Linda T. Smith,Decolonizing Methodologies, Research and Indigenous Pedplew. York: Palgrave,
2000), 1.

4, Erin M. Genia, fAThe Landstcwuarpael aRdgaStamlggmage of | n
Journal44, no. 2 (2012): 653.

5. Chilisa Bagelelndigenous Research Methodologiflos Angeles: Sage Publications, 2012), 4.
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parad g ms . First, |  a v o-pexson pdrspectiveobly ¢ertaringmgself andfimya t h
observations in the researtBecond, | use a conversational, narrative style of writing,

influenced by oral tradition, and privilege Dakota language terminoldggyever possible to

define my voice and place within the story | tell. Next, data evaluation occurs through the lens of
Wodakota, as well as the philosophy of Mitakuye Oyasin, a Dakota relational ontology that is
later discussed at greater length. Indhtst interviews found ichapter 8, | prioritize my

ongoing relationships with respected eldéemploy a placéasedapproach tdistories and

events to emphasize the connection to the Earth as the sourcelalsteattempt to foster the
nortlinear evaluation of my findingwithin a thesis format whichas traditionally preseetl

facts linearly Finally, | emphasize the inherent strength of Dakota philosophies and practices
rather than the record of victimizan so often found in literature and research about Indigenous
peoples.

Since the issues | consider here are insep
acknowledge and express appreciation to the first peoples of the land where | live ahdheork
Wampanoag, Nipmuck, Ponkapoag, and Massachusett tribes of what is today known as Medford,
Massachusetts. In preparing this thesis, | organized and conducted a workshddaailledents
in Perspectivewhich was held as part of tBxperiments in Pedagyprogram for the 150
anniversary of MIT6és Sc h’dndHis workshop M@ btudensartdu r e  a
community members traveled to sites of tribal cultural, historical, and sacred significance,
including Aquinnah Cliffs, Sacrifice Rockd the Blue Hills quarriesn visiting these locations
we demonstratethatthere is no substitute for experiencing their significance thrbogly,
breath,andsensesListening to the perspectives of Indigenous people whose knowledge of site
history exends back thousands of years, makes a deeper understanding of the spirit of a place
possible

| hope this work will be accessible to many people, including Native artists, Indigenous

people, scholars, scientists, leaders, curators, art critics, ansistdmors, community workers,

6. Edward SaidCulture and Imperialism ( New Yor k : Knopf , 1993).

7. Department of Architecture, A150 Yea$chooloff Archi't
Architecture and Planning, Massachusetts Institute of Technahbigng.//architecture.mit.edu/150
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people interested in history, philosophy, climate change, and ecology, people working on public

art, and others.

Terminology: Indigenous

| ndi ge n o wdturgsamivays ef §ifé, which are diverse from place to place and
cannot be generalized, do share a common thread marked by reverence for land and a deep
awareness of the interconnectedness of life. This consciousness has developed over millennia by
aligning valuesand practices with the processes of the natural world to ensure survival. Although
there are similarities across global Indigenpeasples, | cannot speak of them all accurately. As
a Dakota/Odawa person, and a product of longstardinigd Statesissimihktion polices,
reclaiming and speaking of my own heritages is challenge enough. To avoid the problematic
approach of patndianism, | focus on my own value system, which is based on Wodakota, and
stems from my citizenship in the Dakota Oyate within thetiCRakowin (Great Sioux Nation).

There are many names, often used interchangeably, to identify tribal peoples in the US
and other Europearolonized anglophone countries such as New Zealand, Canada, and
Australia, but all have nuanced meanings and diftecentexts in which they are appropriate or
inappropriate: Native American, American Indian, Indian, Aboriginal, First Nation, Native
Hawaiian, Alaska Native, Indigenous. Within tribal groups, there are also different names; for
example, Dakota is a growythin the Oceti Sakowin, which also includes Lakota and Nakota,
al |l of whom share a common | anguage. Ameri can
what we call ourselves. The tribe | am enrolled in is the Sisa&timpeton Oyate on the Lake
Traverse Reservation, where bands of Sisseton and Wahpeton Dakotas were allotted land in the
late nineteenth century. There are other Sissetons and Wahpetons whose reservations were
designated elsewhere in the diaspora. Terminology is bound up in langistge;di
associations, and the ways in which colonization impacted our peoples. For my purposes, | refer
to the specific name of the tribe, and as a general term, | mostly use the word Indigenous. To
assist in the understanding of the meaning of Indigerbe description of Indigeneity as an
identity by Taiaiake Alfred and Jeff Corntassel is helpful:

Indigenousness is an identity constructed, shaped and lived in the politicized context of
contemporary colonialism. The communities, clans, nations and tribes viredogéinous
peoplesare just that: Indigenous to the lands they inhabit, in contrastit;maontention

with the colonial societies and states that have spread out from Europe and other centres
of empire. It is this oppositional, plat@sed existence, along with the consciousness of

12



being in struggle against the dispossessing and demeawingf tolonization by foreign
peoples, that fundamentally distinguishes Indigenous peoples from other peoples of the
world.

There are, of course, vast differences amo
cultures, politicaleconomic situations, and their relationships with colonizing Settler

societies. But the struggle to survive as distinct peoples on foundations constituted in

their unigque heritages, attachments to their homelands, and natural ways of life is what is
shared by all Indigenous gles, as well as the fact that their existence is in large part

|l ived as determined acts of survival again
culturally, politically and physically. Th
and culturdsense, forms the crucial question facing Indigenous peoples today in the era

of contemporary colonialisfa form of postmodern imperialism in which domination is

still the Settler imperative but where colonizers have designed and practise more subtle
means (in contrast to the earlier forms of missionary and militaristic colonial enterprises)

of accomplishing their objectivés.

During the period of colonization, a process of genocide evolved over hundreds of years with the
goal of dispossessing and dipapring Native peoples to claim their land and resources.
Indigenous people who have survived this onslatghtenturies, live in a worlthat is

engineered to reinfordbec o | o ni z e r swhichdcanrhé atearly seéntough the public
monuments athat strewn throughouhe contested spacé America.By embracinghe values
thathave allowed us to survivand thriveas peopls from the time our oral histories tell us we

were created through the catastrophes of genocide and assimilation iretiigoeesst and present
Indigenous artistsanengagen work thatbuilds culture within a domiatingsocietythat has

attempted to silence and rob us of our agency, livelihoods, daaddcivilization

8. Taiaiake Alfred and Jeff Corntassel, "Being Indigenous: Resurgences against Contemporary
Colonialism".Government and Oppositioml 40 no. 4 (2005): 59614.
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Chapter 2WodakotaandMitakuye Oyasin

One time
| was visiting with my relatives
The clouds the mountains the sky
The trees
My relatives touched my spirit
Nudged it lovingly
Listen to us impatient one
We are forever
You must remember the gentleness of time
You are struggling to be who you are
You say youwvant to learn the old ways
Struggling to learn
When all you must do is remember
Remember the people
Remember the sky and earth
Remember the people
Have always struggled to live
In harmony in peace
Struggle against selfishness and
Weakness so the people niae
As Nations
The old ways are hard
The people have always had
To work together
Remember impatient one
Remember and live
Do not be afraid of truth
Respect discipline
Share your life so the people may live
Honor sky and earth
Honor yourself
Honor your réations
Remember impatient one
The gentleness of tiMe

Wodakota is at the heart of Dak@&pistemolog and governs our interactions with each
other and the world at large. Thialues set forth in Wodakopaovide a powerful basis for
people to behave in a good way in the world. They are evident in our understandings of matter,
relationshipsandtime, andareexpressed through kinship, oral tradition, the intergenerational
trarsfer of knowledge and connection to plaie exampleWodakota is embedded within my

artistic practice, research and wpakd Mitakuye Oyasin is an underlying assumption | carry

9.JohnTudel I , ALi st eTribah\piceEfattve Re®s) HO830
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Understanding the ways in which Dakota epistempftiffers from, and habeen minimized by
Western colonization, is essential to understanding the dynamic of Indigenous art in the public
realm of this settler colonial state.

Wodakota consists of seven | aws or values:
wabwokiye (generosity), wiodbkgape (wisdom), wo
wa Ho wa d a $Solmuah bflour $agred culturahd intellectuaproperty has been
expropriated, misinterpreted, and exploitBdie to thisthere are mangspect®f our culture
that shoulchot be disclosed. THeundational doctrine of Dakatas presented above are aspects
thatareuniversal Dakot a schol ar Waziyatawin wisely st
Indigenous liberation on Indigenous lands, all pe@ve going to have to practice Indigenous
ways of being in some form. We will all need to engage in sustainable living practices and
Indigenous cultures, including Dakota culture, offer excellent models for all people. That does
not mean former colonizeican appropriate our spirituality and ceremonial life, but it will mean
they need to embrace | ndi geno u&Thekeyllessensof such a
Wodakota is that the reality we create begins with our thoughts. We must pay the utmost
attention to them, and how we act upon them, in order to create a world that is a better place for
future generations. This is the embodi ment of
creators of culture play a unigue role in this process becausekeetheir visions, ideas,
feelings, intuitions, and thoughts and make them into something vausbieetimes tangible,
and sometimes intangible.

Mitakuye Oyasin i@nimportant concept and practice in the constellation of Dakota
epi stemol ogy, one that has become popul ari zed
related, 0o which goes far beyond the distorted
relaives of not only our families and other people, but also of animals, plants, rocks, air,
electricity, water, and everything in existence, connected by interrelationships in a continuum of
life. AThe ultimate aim of Dakota life, stripped of accessoris§ glite simple: One must obey

kinship rules; one must be a good relative . . . Without that aim, and the constant struggle to

100 Waziyatawin, @Und e rUngelimAmericaSefteniber 6,2lr St at us. 0
https://unsettlingamerica.wordpress.com/2011/09/06/understandiogizerstatus/
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attain it, the people would no longer be Dakotas in truth. They would no longer even be
humah. o

That everything is alive and veze a part of everything is basic to Wodakota, and Dakota
people have always expressed this philosophy. In 1902, Dakota activist, musician and scholar
Zitkala-G § wr BheAdlanticMonthlyil f ain would trace a subtl e
folk which enabled them to recognize a kinship to any and all parts of this vast universe . . . | feel
in keen sympathy with my fellow creatures, fo
Many other Indigenous peoples share that conviction. Accorditigetdewa artist Nora Naranjo
Mor se, fAnObjects are alive. That is basic to o
very spiritual thing to have. It is a gift knowing that rocks, trees, clouds passing above are alive.
We carry this worldview into he rest f our 1ives. 0

This profound understanding of the nature of existencerporates deepwarenessf
time, which is connected to place and subject to elemental fgkoesstors and future
generationsre prominent figurem dayto-day life, convergingon each moment in the same
way that the past and future exist within the present to varying degrees. Thiangeghinking
bears upon the discussion of public art and monuments, specifically on the aspect of permanence.
Monuments have beamast in bronze and carved into mountains to create objects that, it is
believed, will last. However, societal norms in theitdd Statesind human historical epochs
stand in great contrast to geologic or climatic periods and the life spans of living.beings

Our ways have been transmitted through the intergenerational transfer of knowledge and
theoral tradition oftelling our stories through our language, which have all been targeted for
erasure by US assimilation polices of boarding schools.

Within Dakot culture, history is an interpretation of the past that becomes active only
when a relationship has been developed between a storyteller and a listener. For
thousands of years, stories deemed significant enough to perpetuate have been handed
down orally hrough generations, always reliant on the generosity and veracity of the
storyteller and the eagerness and capacities of the listener. Most important, the
continuation of these stories has been dependent on the meaning of the stories being

11. Gwen Westerman and Bruce White, AMni Sota Makoce
Minnesota Historical Society Press, 2012), 15.

12. GeraldMcMaster,Reseration X (Seattle: University of Washington Press, 1998), 85.
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conveyed and urastood within the context of the worldview inherent in the Dakota
language. This distinguishes it markedly from the Western academic historical
interpretations of the Dakota past, which rely on documents written within the framework
of the WestersEuropea worldview.!?

Today, Dakota people and Indigenous people in general are actively engaging in practices that
seek to reclaim, preserve, protect, and advance the fundamental aspects of who we are. Pointing
the way are the Dakota intellectuals who havetediat the intersections of Western pedagogy

and Dakota philosophy since treaties were made with the US. Brilliant Dakota scholars,
creatives, and thinkers such as Vine Deloria Jr., Elizabeth-Cygak, Ella C. Deloria, Zitkala

G&, Char |l es yAsa), AlbgdRediCaow Wés@itman, John Trudell, Kim TallBear,
Waziyatawin, and Philip J. Deloria have articulated Dakota philosophies in their influential

works. They have served as critics, educators, leaders, and creatives, empowering our
communities aneénlightening American settler society, while adding to the Dakota knowledge
base and the larger realm of Indigenous thought and practice, and benefiting humanity.

To nonDakota or norindigenous people, the concepts embedded within Wodakota and
Mitakuye Oyasin may seem exciting and new in comparison to Western methodologies. Those
who expropriate these concepts and insert them into their scientific or artistic practices are
considered to be on the cutting edge of their fields, but without crediting thedes, they are
robbing our people and cultut€This form of continued colonialism is prevalent in academic
disciplines.

Native peoples often assert cultural roi
survival .o The need for cultural sur viv
who have been subjected to nearly two centuries of government laws aekspol

designed to destroy Native cultures and political systems and forcibly assimilate them
into the dominant society. Of course, contemporary policymakers argue that the United
States i's now committed to fApl um@ani smo and
appropriate barrier to governmental overreaching. Native peoples are not convinced,
however, that the modern norms of HAequal c
preserve their cultural context. All too often, these norms mask policies tleaséeere

and detrimental results for Native peoples as distinctive cultural groups. Yet group rights

ght
al

13. Waziyatawin and Eli TayloRe me mber Thi s!. Dakota Decol onization
(Lincoln, NE: University of Nebraska Press, 2005), 23.

14, Zoe Todd, #AAn I ndigenous Feministds Take On The
Word For Colonialism. 0 Journal i22f Historical Sociology
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(including cultural rights) are often perc

liberal values?

Indigenous science is increasingly recognized ®stétn science as valid, but in the past, our
knowledge was demeaned and used to discredit us in order to validate our dispossession. It is
ironic though that Western science is gradual
more closely align wit Indigenous understanding. For example, scientists only lately figured out
that Indigenous peoples stewarded entire ecosystems with sophisticated techniques, such as
managing forests through controlled burntfié\ recent study found that Indigenous pesple

cultivated the Amazon as a food forest over thousands of {/@afisile these findings are new

to Western science, they are not news to us: these practices are fundamental to our societies. That
it has taken the splitting of the atom, an incredible Ié$8auliversity, and the possibility of

destroying life as we know it in order to begin to comprehend how to live sustainably on Earth
demonstrates fundamental problems in Western epistemology.

AThere is no word for s ciadenadvylesi(Spirithake | angu
Dakota, Mohegan, and Muscokee Creek), who stressed the relationality of Dakota philosophy
about the | aws of nature. Altodéds awareness, o0b
relative r at héHerchdracterizaion reflects thabof teedDikota author and
historian Vine Deloria Jr., who wrote extensively about science as practiced by Indigenous
peoples:

By observing the behavior and growth of other organic forms of life they could see that a
benign pesonal energy flowed through everything and undergirded the physical world.
They understood that their task was to fit into the physical world in the most constructive

15. Rebecca Tsosie, "Cultural challenges to biotechnology: Native Americancgessetiirces and the
concept of cultural harmThe Journal Of Law, Medicine & Ethics: A Journal Of The American Society Of Law,
Medicine & Ethics35, no. 3 (2007): 39811.

16 George Nichol as, AHow Western scliea@¢leleans finally
February 15, 201&ttps://www.macleans.ca/society/havesternscienceis-finally-catchingup-to-indigenous

knowledge/

17. Field Museum, "Ancient peoples shaped the Amazon rainforest: Trees domesticate€bluprgian
peoples remain more common in forests near ancient settlengcienteDailyMarch 2, 2017
www.sciencedaily.com/releases/2017/03/170302143939.htm

18. Marlena Myles, Personal communication, March 20, 2019.
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manner and to establish relationships with the higher power, or powers, that created and
sustained the universe. They sought to learn a way of living that would most efficiently
accomplish these tasks. Observations, however, were not enough. People had dreams to
which aspects of the living universe came forward to urge them to take certain wel
defined paths of be hawasonrtcedoubthhese greamp | e had
because their content was always later empirically verified in their dailyilitresthings

they dreamt about happentd.

Dakotamethods operate from the understanding tataphysical realndswhich can be
understood through theoretical physics as interdimensional i@adxist and affect us,
suggesting a deeper comprehension of reality than is possibleaumdaTt\Western approaches.
Dakota scholar Kim TallBear observed:

Indigenous thinkers have important contributions to make to conversations in which

human societies rethink the range of nonhuman beings with whom we see ourselves in
intimate relation and, precisely because of the varied ways indigenous peoples relate, our
possibilities for being in the world. The advantage of analytical frameworks that are not
secular is that they are more likely to have kept sight of the profound influence in the

world of beings categorized by Western thinkéxst the church and sciende

hierarchical ways as animal, or less animate. Now that theorists in a range of fields are
seeking to dismantle those hierarchies, we should remember that not everyone needs to
summon a new analytical frameworkeéBringing
conversations does not simply increase intellectual rigor and expand multiculturalism in

the academy. And by fAindigenous thoughto |
indigenous Atraditional 6 knowledge, but ra
indigenougpeople do todag?

Her analysis stems from a perspective that can be illustrateépyrth nci pl e of wadon
(respect)for nonthuman beings as well as Indigenous peofitespect mudie applied to the

theoretical as well as the practical arenas of science, governance, politics, the economy, the arts,
and culture because all of these fields are interconnected. By breaking down the walls separating
spheres of understandilighe categoriZigzon and compartmentalization of knowledge that is
characteristic of Western thinkidgwe have the chance to comprehend the nature of life in a

richer way.

19. Vine Deloria JriThe World We Used to Live.lfGolden, CO: Fulcrum Publishing, 2006), xxv.

20. Kim Tall BealL] f@B&ypad n @ryoditicsBAronea Lifg id a Metting Worjed.
Joanna Radin and Emma Kowal (Cambridge, MA: The MIT Press, 2017), 193.
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As humanity evolves, Indigenous peoples, who have carried holistic knowledge for
millennia, must béeeded in all aspects of information production and proisieiwing.
Indigenous approaches to life, illustrated in Wodakota, remain as relevant and powerful as they
have been for thousands of years. For this reason, Indigenous artists have much tgectmtrib

discourses on art and beyond.

Thought Imperialism

To inform definitions and conceptions of art, public space, monuments, power, and the
experience of histories and realities outside of the dominant societal context, this section
discusses the politics of memory in the public sphere by exposing the ilispep&thought in
American life, which manifests as cultural supremacy. This power imbalance has created an
environment of hostility toward Dakota people and philosophies. Indigenous people must
reconcile a world that is both antagonistic to us and aksdrfated by us. We suffer from the
environmental destruction of our land and desecration of our sacred places by people who do not
appreciate the land or see relationality in the world.

Western thought imperialism was occurring long before settlers tathis continent,
and it has been compounded over many centuries, beginning in Europe itself. An excellent way
to describe the phenomenon, which Indigenous people in the US have experienced through
assimilation policies and facile cultural norms,isthe ncept of the WAcaptive
sociologistifeanyi Onwuzuruigbo describes it as:

A way of thinking that is dominated by western thought iingtative and uncritical
manner. Uncritical imitation pervades all levels of the sciergifi@rprisethus affecting
problemdefinition, conceptualisation, description, explanatioterpretation and
generalisation. The captive mind is characterised by a lack of creatntgapacity for
raising original problems, as revealed in the inability to cneaievativeanalytical
methods devoid of existing stereotypes; and the inability to separate the pairiocular
the universal and localise universally valid knowle&ldeis unconscious of its own
captivity and the factonesponsible for it. In additionhé captive mind is fragmented in
outlook and alienatefilom the major issues of society. Found in all fields of knowledge,
the captive mind is theesult of western dominance over the rest of the wofrld.

21, | feanyi Onwuzuruigbo, Al ndigenising Eurocentric
Sociob gy i n GuirenteSociolagy6, no. 6 (2018): 842.
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In examining the thought imperialism \8festern epistemologidsloosely and inclusively
defined as a legacy built from Indeuropean, GreecRoman, Jude€hristian, imperial, and
colonial approachestolid®ei t becomes possible to trace a con
military conflicts, widespgad unrest, mass extinction, emergent climate change, and
environmental destruction to their basis in t
world. This fundamentally misaligned system is maintained through unbalanced hierarchies of
power ancextreme violence, and it overshadows the existing vaher@mt inaspects of
Western thought.

Alienation from nature is sustained by thought imperialism, which sows destruction in
many forms to maintain its hegemony. Thoughts become reality. Wherdfplife, the
disconnection expands outwards from the individual to the family, the community, the
government, and the economy, creating imbalance on the scale of societies, and inevitably, as we
are witnessing with climate change, on a global scale.

Since Descartes, philosophy has articulated a form of individualism where the individual
is thrown back on his or her own responsibility, requiring him or her to build an order of
thought for themselves, in the first person singular. This process proddice®@my in
the form of binary oppositions such as us/them, public/private, friends/enemies,
i ndividual / community, and so oné which reqg
sense of otherness and exclusitn.
Extreme individuality, which is furamental to Western epistemologieannot align with the
laws of the natural worldl'he ideologiespread byhought imperialism maintain that
Indigenous peoplare primitive and savage, which allows our voices to be easily diginisse
when we point out theslimitations. When our voices are dismissed, our lands and resources can
be plundered. Examined from a Dakota perspedingelegacy of Western thought could be
considered both primitive and savage. Under its control, humanity has caused such severe
ecobgical destruction thaiur own survival and that of dife on Earthis endangered, while
wars, olonization, genocideand povertyhave triggered deep divisions among the peoples of the
world. Nonetheless, there are always apologists for Western cultire e mil mpye riii al i st

amnesi ab: a tendency on the part of &béagents o

22. Patrick Fitzsi mons, and Graham Smith. 2000. APhi
Educational Philosophy & Theoi(2000), 32.
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colonial dominationéor to present a sanitised
exploitation, persecution, subjugation ayehocide has beeidiectively diacedd In the face of
this tactic, trutktelling is a necessary strategy.

In another age and context, Dakota people could have afforded to respect the differences

in values and worldviews of other peoples around the globe without making value
judgments about those other ways of being
world however, we cannot afford to take sadbenign and tolerant approach. We all

have to challenge the Western European ways of being that are leading everyone on a

path to global catastrophe. Many of the values dominating the leading industrialized
nationsof the world are destructive to the planet and no one will be able to sustain them
indefinitely. We simply will not survive if we continue on this harmful trajectdry.

I n di smissing Indigenous peopl esdé vancehass and
been created in the world. Although we have borne the worst of Western praxis, it is also a
failure for many others who are marginalized, displaced, and dispossessed as a matter of course.
Thought imperialism fortifies all kinds of Western imgtion® cultural, academic,
governmental, economic, religious. Through colonial mechanisms, it has caused destabilization
around the world. Communities dealing with its legacy are in various states of chaos and
conflict. Earthbased and local subsistencays, developed over millennia, have been destroyed
or targeted for destruction. Neoliberal capitalism, a creation unigue to Western thought, is
dangerously unsustainable and responsible for incredible suffering and widespread
environmental devastation. Westbased political doctrines stymie homegrown systems,
resulting in sweeping corruption and tyranny. The disruption caused by the brutality inflicted
through colonization has led to long and terrible wars and conflicts. Western cultural and
intellectualnorms of toxic individuality, which seem to accentuate the worst qualities of human
nature, are promulgated and maintained as the dominant tHoughtvith the help of academic
institutions. By expounding classical principles of arts and sciences amytidei®#ng other

ways of knowledge production, these institutions set a tone of supremacy. They offer solutions to

23. Robert Fletcher, "The Art of Forgetting: imperialist amnesia and public secfidgyd"World
Quarterly33, no. 3 (April 2012): 4239.

24. Waziyatawin What Does Justice Look Like: The Struggle for Liberation in Dakota Homdl@nd.
Paul, MN: Living Jstice Press, 2008), 143.
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the direst issues of our time, not by implicating Western praxis, but by fostering it through the
promotion of shorterm technological or nmket-based fixes instead of addressing root causes.
The correlation of the spread of Western praxis and the misery faced by people affected by
colonization is matched by the exponential ecosystemic collapse being simultaneously
committed by i€° Artists living in this contextreae work that responds to their world.

Thought imperialism becomes possible when collective memory is expunged.
Monuments play an important role in this process by supplanting Indigenous presence with
shrines to colonization and @gation. A key pursuit of colonial empibeiilding is the forced
erasure of memory. In this, colonizing powers have been so successful that people in the Western
world are generally ignorant of their origins or their natural connections to the contitfiliten o
Knowing where you come from and what sustains you should be staples of consciousness for
people of any culture. But the practice of eliminating memory and language has been taking
place for so long that this fundamental knowledge is increasinggnabThe trajectory of world
history has been dominated by those who have used their might to subjugate and take power
from others to enrich a few chosen ones, using methods that wipe out the memory of the
subjugated. Great thinkers, artists, scientestsl, leaders within the Western tradition have
condemned such oppression, offering both salient critiques and solutions, and yet, without
examining the problematic basis of Westernthofighta n 6s separ ation from n
perceived supremadythese atiques and solutions fall short.

The field of art is an arena where $b@nbalances and fallacies can be challenged. To
reach solutions to the problems caused by Western thought imperialism, we must address root
causes. Continuing along the same pathnet lead to a different result. The problems will only
get worse. If the foundational philosophies of the dominant culture are inherently problematic,
we must repair or replace them. The creative process, of which artists are masters, is an
important aenue of redress.

From my perspective as a Dakota person, Western thought imperialism incorporates a

pathological mentality that holds sway over the thinking, imaginations, practices, and policies of

25, Oren Lyons, John Mohawk, and JAkweasBed\otesei r o fiBasi
(Rooseveltown, NY: Mohawk Nation, Akwesasne Press, 1986), 52.
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people belonging to the dominant culté®éssimilated pople who are indoctrinated as captive

minds perpetuate the cycle through economic entrapment and cultural supremacy. Thought

imperialism is so deeply embedded in the issues we face as humans that it has become hard to

see as a root problem. What are thaglterm consequences for peoples who are disconnected

from their origins and source of lethe land they live on and come from? Indigenous peoples

have always challenged this paradigm, and because of the work and struggles of those who came

before us, wearry the memory, understanding, and knowledge that have the power to undo it.
Remembering our essential connections can increasingly occur through the avenues of

the arts, culture, and creative expression, especially within the public realm. Western

colonization, genocide, and all that has accompanied these extreme forms of repression, has

interrupted our evolutionary trajectory as Dakota people, and, as a result, we have many issues to

address as we look ahead to future generations. What could beangrellong than to focus

our efforts on the recovery and reclamation of our Indigenous truths and reject those of the

domi nant cultures that do harm? As Vine Del or

destruction of the life cycle of world ecology candsevented by a radical shift in outlook from

our present naive conception of this world as a testing ground of abstract morality to a more

mature view of the universe as a comprehensive matrix of life forms."

26. Jack D. ForbesgZolumbus and Other CannibaldNew York: SeverStories Press, 1979), 49.

27. Vine Deloria JrGod Is Red.Golden, CO: Fulcrum Publishing, 1973), 288.
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Chapter 3indigenous Art

The body of Indigenous art in America is vast, underappreciated, and unfamiliar to most
AmericansCreated byineages ofndigenous artists over thousands of years and across millions
of square miles, mot onlypredatedVestern colonization of the Ameds by millennia, but also
that of Westerrcolonizing cultureshemselveslts foundations are built upaenturiesof
development of unique tribal histories, locations, interrelationstpses,traditions, stories,
values,andpractices. It is bound byeography, ancestrgatural hybridity Indigeneity, and
resistance to colonization. It encompasses tribes that long interacted with each other throughout
the hemisphere, aroutide Pacific Rimand beyond. Althougthe immense aggregate of
Indigenous ararises fronmany tribes, each tripéand,and clan within could be considered to
have a canon ofs own, a set of rules by which creativity, design, expressind technique are
accomplishedindigenous artists, architects, leaders, and culture bdwreesbeen creating
uni que A p uwhichiace ¢the nesult oktlseir own philosophies and practices on this
continent for millennia

In discussing Indigenous arts in the public sphere, understanding the complexities of
Indigenous art in America is portant.Ample literatureexistson issues surroundirgublic art,
and most of it builds upon, or is created in reaction to, the Western canorDafeatt cultural
supremacy,here are less resources for and about art in the public sphere from tleeiper sy
Indigenous people in America. While an increasing number of Indigenous auigts the
public sphere, andrethereforeincreasing publi@awarenessf Indigenous art, there are still
many misconceptions and misunderstandings that shoulddbesaddindigenousartists today

navigatea host ofentanglementeelated to the history and framing of cautput

Definitions of Art in Context
The very definitions of art, as established by dominant Western discourses, conflict with
those ofindigenous art when applied to the readamgl purposef a work or a body of work.
Using the creative process to produce forms is universal across humanity, but how it is done
from place to place, within different cultural contexts, is incredibly divémgggssible to
classify in a Western sense, and worthy of understanding. The basic concepts that determine the

output of the creative procéssechniqueform, material culturestyle, usage, appreciatiéncan
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all be evaluated from subjective standpqintsich adds further layers of meaning and
significance.

Native Americans, like people everywhere, value the visual pleasure afforded by things
made well and imaginatively. Thalso value many of the same attributes that make up

t he West er n uchoas skithintheohtindlidngaof materials,she practiced
manipulation of established stylistic conventions, and the individual powers of invention
and conceptualization. There is also ample evidence, however, that in Native traditions,
the purely materiadnd visual features of an object are not necessarily the most important
in establishing its relative value, as they have come to be in the West. Other qualities of
associations, not knowable from a strictly visual inspection may be important. These may
include soundness of construction to ensure functional utility, or ritual correctness in the
gathering of raw materials, or powers that
conception in a dream experience, or the number of times it was used in a cefémony.

These examples of the ways Indigenous art forms differ from Western art are instructive, and are
not well understood by art enthusiasts who operate within Western riormgstudies of

Dakota and Odawartand the art of other Indigenous peoptemuseum collectiond which
hasinvolved spending time with ancient and modern piécasdcommunitybasedvork with

artists and cultur®earers, | have seen firsthahe different definitions of what constitutes art

how it is evaluatedand what purpose it sees When definitios do overlapthey areproof of

our association to the human conditiont of the cultural supremacy of the West.

The legacy of creative processes that produced the art and material culture of Indigenous
peoplein the Americas cantde adequately evaluated from a Western standpoint because
Western artas a forceis notan irreproachablplayer in the discussion. As an arm of Western
epistemology, it has been used as a tool to force Indigenous peoptssmilateand is
implicated in cultural harm through expropriation. It has also served to maintain false narratives
about Indigenous people that tione to reverberate within a major sphere of its influénite
collective imaginations of American sociefyo paint a more complete pictutadigenous art
must be disseminated from the perspectives of the peoples whose birthright it is, and we need

access to spaces and resources tahda

28. Janet C. Berlo and Ruth B. Phillipgative North American Ar{Oxford University Press, 1998), 9.
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Defining art from an Indigenous perspective within a Western context is complex. The
facets of complexity include, but are not limited to: the arts legacy we have inherited as tribal
peoplesthe legacy of assimilain which is tantamount to cultural genocide, the expropriation
our practices by Westepractitionersthe disappearance and destruction of our great
masterpieces and cultural property through colonial lopéind theongoingpressure to adopt
the Wesern canon. In addition to the questions surrounding what constitutes art are the
challenges faced by Natietists These include confronting disparaging narratives about Native
people, as well as colonial notions that occupy the imaginatiah®sdin the dominant society.

On top of thiswe also have to do what other cultural producers do: learn and master teghniques
understand our materialsnd makeour livings as artistavith few opportunities talo thatwithin
acapitalisticeconomic system.

To begin to understand the fundamental incongruities bettheedlifferent views oért, |
am struck by this piece written by Ohiyesa in 1915:

...Such is the strange philosophy of the white man! He hews down the forest that has

stood for centuries in its joile and grandeur, tears up the bosom of mother earth, and

causes the silvery watercourses to waste and vanish away. He ruthlessly disfigures God's
own pictures and monuments, and then daubs a flat surface with many colors, and praises
his work as a mastegee! The Indian did not paint nature not because it he did not feel

it, but because it was sacred to him. He so loved the reality that he could not venture upon
the imitation. It is now time to unfold th
aestheticyhich is closely akin to a religious feelify.

This perspectivdlustratesthe incredible dissonance between Dakota and Western parattigms.
is a rareperspectiveand ts significant departure fromainstream thinkings why we need to
have more Indigeousvoicesat the table.

The forced asimilation of Indigenous peoples through boarding screalsother means
accompanied by the outlawirmgnd denigratiomf our traditional practices, languagesd
religions, has instilled the superiority of Westetiture over Indigenousaysinto the cultural
fabric of America. This\egemonymanifestgtself in many ways and has been institutionalized

in US arts and cultural organizations that are based/estern construstAmericanshave been

29. Charles A. EastmaiThe Indian today: thegst and future of the first Americah915. 148156
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conditioned to view Indigenous peopénd by extension, Indigenous artigtgpughan

anthropological lens, which automatically relegates us to the past and turns our high art, which is
easily on par with anything being made today, into handicraftsdtraakes Indigenous arts and
culture invisible.

Figurel. Erin Genia,nVisible photo by Gary Zhexi Zhang and Zacharia Ja@d,7, peced organza

| created a piece about this calleuyisible a 6 0 0 -prece6téxtde. Hee s dhy artist
statement about the piece:

Anpa O Wicahnpi, the Morningstar, is a visual representation of a Dakota philosophy and
approach to life. Normally, the Morningstar is created in all colors of the raélitow

appears on quilts and inywwow regalia. Here, color is absent and the sheer quality of

the gossamer fabric is almost invisible. Colonization imposed a cultural supremacy that is
actively perpetuating itself every day. Cultural supremacy sets itself as the standard and
limits the irterpretation of reality. Its systems coerce people of other cultures to change in
order to reinforce dominant structures and institutions. With this work, | grapple with the
paradigmatic dissonance | experience agdigenous Dakota/Odawa person living

within this systemlnVisibleresembles a skeleton, but it also shimmers, reflecting color

in a certain light, and it possesses its own beauty which draws from very old and
powerful Dakota iconography. Where do | admadigenous artist fit into the mainsam
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art world, which is dominated by Western colonial thought? How do | fit? Do | fit? What
remains after the erasure of histories, erasure of people, cultures, species, ecosystems? |
seek to arise from and add to the rich canadmdigenous art which deloped, and

continues to develop, over many thousands of years on this continent.

The ongoing structures perpetuating Western supremacy continue to dominate the circumstances
under which Indigenous art is seen, traded, appreciated, and chedigeinous art should not be
judged only by Western art norms and definitions, since they differ so greatly from those

inherent in Indigenous art.

Construction of the Imaginary as Cultural Harm

Art is a field where the creative powers of the imagorateign, and yet, for Indigenous
peoples, the imaginary narrativesnstructedibout us have been repeated with such authority
and frequencyhatthey have become themtry pointfor mostpeople to relate to dsto our
detriment Native Americans and Indenous peoples arftenseen a®bjects of fascinatigrdue
to narratives prevalent in historical records, media, and popular cthatreomanticize us
through stereotypical depictionBhesamaginarystoriescast us as ritualistic, close to nature,
andtherefore primitive, rather than as complex contemporary peaplepossess the entire
spectrum of humannesBhe perpetuation of false narratives causes a host of issues that must be
considered whenonsideringndigenous art, because the medium ofart its discoursess
largely responsible for upholding the fabrications

As | mentioned earlier, the oversimplification of the concept of Mitakuye Oyasin/we are
all related, as expropriated by practitioners of New Age spirituality has perpetuated the
stereotype that Indigenous people are closer to nature thanaigenous people, which equates
us with the primitivedn Substi tuting the ecological I ndi an
makers reinforces images of American Indian people as locagaetionaries under perpetual
threat from largescale ruptures such as colonization and climate change, rather than as
purveyors of imaginative f or m¥This $teregtype tenids c o |

both the sobering and amazirgglities of what it means to actually be an Indigenous person

300 Jessica L Horton, Al ndi ge ArbJowsnal?6r no.i2 $2019):48.gai nst
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while leaving our work and perspectives out of important conversations about how to address
significant societal issues.

Some settlers take the fascinatieith our romanticized stereotyptsthe next level and
expropriate our identitie§ hisbeen a significant problem in our communitiesa long time
and is asource of cultural harnThese settlersvho sense the fallacies of dominant systems and
structures, seek an easy, if unethical, watby usingindigenous identity and spirituality to deal
with the void created by Westerntistaboboaught 6s se
convenient way tavoid settler accountabilityfthroughout American history there are many
examplesoftdi fApl aying I ndian, 06 as it is called by
tendency is actually foundational to American colonization and approaches to Indigenous
peoples’? The most prominent example in the art world is Jimmie Durham, whose debunked
clams of Cherokee heritage have not diminished his standing as a successful artist. His works
draw directly from the false narratives and stereotypes surrounding Native Americans, and yet he
continues to be a widely celebrated figure @ho the influential éaders of the Western art
worldd represents a legitimate Indigenous perspedtive.

Thetypecastingncludes a special kind of discrimination that is reserved for Indigenous
peopled® the myth of authenticity. Artist and scholar Dyani Reynaldsite Hawk wroé:

In Native art circles it is often only the most traditional work that is highly regarded in

the fine art circles and collectiahsvorks that are perceived to have been the least

tainted by European influences. This limitation discredits a contemporémeNa

existence and contemporary Native arts and concerns. Many Native artists have produced

a great deal of work confronting these issues. Their work leaves us with visually tangible
evidence of the efforts to address stereotypical nostalgic and romastaneeptions of
Nativelfedand t he publicbés expectation for thes
through Native arté3

31. Philip J. DeloriaPlaying Indian (New Havenale University Press, 1998.)

32. Ashley Hollam , Issiies & Commentary: The Artist Formerly KnownGb e r oAkt enddierica
Magazine August 15, 201 7https://www.artinamericamagazine.com/nef@atures/magazines/isssesmmentary
the-artistformerly-knownascherokee/

33 Dyani Reynoldsvh i t e Hawk, fAUnexpected Parallels: Commonal
Out si devE | Az bs &3, nRR & (2012):w7.
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One way | speak to the issue of authenticity inavwy work iswith the words of Hazel Pete

(Chehalis), who, through her dedicatienhier peoplehroughtweaving and other arts from the

back frombrink of disappearing during the assimilation perimdteachingher daughters,

Yvonne and Trudy Marcellayp continuethetraditionsthrough the Hazel Pete Institute of

Chehalis Basketryher legacy has continued and impacted the next generatioldh e s ai d, 0\
have always used what is available to us, and today we have the ¥#dite:8e words

profoundly illustrate a complex reality in a straightforward way. Despsiagland, peopleand

ways of lifethroughgenocide, culturadestructionand occupation, Indigenous ways have not

only survived but evolved in response to a clealvgorld. Itis a testament to the flexibility

tenacity,and strength of oyseople andvorldviews.

Creators of Culture

Indigenous artists are at the forefront of the struggle to combat imaginary narratives. We
also have a responsibility to address cultural loss that has occurred from colonfstion.
individual artists grapple with thehallenges inh@nt in thefield and strive to revive and
continue tribal arts traditionsjbesandtribal, legal and arts organizatiorase working in
tandem on issues of cultural significanteis is illustrated by ®ecember 2018ress release
issued bythe Associdion on American Indian Affairenthe ongoing struggles of tribes to keep
their cultural property off the auction blocks:

There is a long history of looting and stealing American Indian burials and important
American Indian cultural and sacred patrimohlyese items often end up in private

collections and ultimately auction houses and institutions all over the world. In many

cases possession of these items outside their communities of origin contravene Tribal

laws, and in some cases federal and state B@rsnstance, federal law provides that

certain types of objects are inalienable from their Tribal Nations as they are held as

nati onal or religious patrimony that have
i mportance c entctioaders, cansigndarshaad déalers hawe prof#&ssional

and ethical responsibilities to deal honestly with the public and validate the ownership of
any item for sale. Yet, it is currently not standard practice to reach out to potentially
affiliated Tribal Naions to determine whether Native American Ancestral remains, burial
belongings, and objects of sacred and cultural patrimony are rightfully in the market. For
Tribal Nations, these communally nattbne | d it ems ar e not AfAart o &

34. Yvonne Peterson and Trudy Marcellay, personal communication, March 18, 2019.
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displayed or ald, but rather are living and breathing entities that are essential to the
continuation of diverse American Indian cultures, traditions and religious practices
today®

Thestatemenwas siged by numeroudribes, the National Congress of American Indjans
Affiliated Tribes of Northwest Indians, The Institute of American Indian Arts, First Peoples
Fund,the International Indian Treaty Coun@ahd other prominent organizatiotisalso urged
ficollectors and auctiegoers interested in purchasing Americadiandrtifact®and

Gntiquitie®to exercise cautious due diligence. Rather, collectors interested in American Indian
art should instead support contemporary American Indian artists and their creations made for the
art marke©’® Establishing thaartifacts and items of antiquityre not art in the Western sense of
the word is a key step for tribes that are trying to get their items of cultural patrimonyl beck.

is also important for Indigenous artists because it helps to develop frameworks frontavhich
view cultural objects and practices tlatoutside the dominant paradigand portrays therm a
wider angle as culture bearensdbr creators of culturdt defendsour rights to our cultural

heritage material cultureand artasanissueof justice

Fine Art Hierarchy

In the hierarchical Western systeiine art of Indigenous peoples $igpically been
classified as craft, primitive autsider artpr folk art. Since our creative making draws from
traditions that are not seen asthayt from Western perspectivésese classifications
fundamentallymisundersard our creative outputMasterful contemporary carvings, weavings,
pottery, garmentgndother items that stem from tribal creativadition® andmay also serve a
purposeaside from being visually stunnidgare considered works of high art from an
Indigenous perspectivin the context of Mitakuye Oyasin, these works have a life of their own.

Indigenous art is alstesignateds identity art, a category appliedaioythingthatd o e s n 6 t

35El dred D. Leesshauldineestin cdnBrapprary American Indian art instead of American
| ndi an a Assdcigtionioh Amrerscandndian AffaiBecember 6, 201&ittps://www.indian
affairs.org/uploads/8/7/3/8/87380358/2013
06 _final_joint_statement_buyers_should_invest_in_contemporary_art.pdf

36. Ibid.
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conform to the standards of whiteness that ureldmé Western canon. ategorizingt this
way, it can be easily dismisseslthor Nancy Mithlonoted

A subjective, contextual approach to Indian Arts runs counter to the basic premises of the
art world. Essential to understanding how these differences are played out is the concept
of freedom. Artists who choose to identify with a certain community (Indian artist,

Chicano artist, African Ameri can eedoanso )
by embracing a cultural identity. The word Indian placed before the word artist triggers a
response |l aced with stereotypes. Notions

artists (as opposed to the perceived individual freedom of theiNatve peers)

invalidate Indian contemporary art from consideration as fine art. This marginalization
results in real consequences for Native artists, especially those who wish to be included
in a fine arts realm offering higher prestige and economic payBack.

Indigenous artists and cultural workers have differerstafatircumstances surrounding their
practices than neimdigenous artists. These may include responsibility to simultaneously

address aspects of cultural loss that occurred as a result ofititiénfg andcontinuationof the

United States of Americandresponsibilities to our communitiess well aour own visions.

Often, Indigenous artists must labor to educate people about the historical and cultural context of
their work because our histosiBave been obscured. In this context, Native artists challenge

dominant structures and modalities by default, because of who we are.

The Legacy of Modernism in Indigenous Art

Over time, Western art follows trends, repudiating past techniques andnidaasr of
new ones. Modernism, one of the most influential movements in Western aai, igalseight
during the early 20th century, when 148 wasembroiled in the reservation systewhere
conditions of extreme poverty and other problems for Native people were rampant and national
questionsabouttribal selfgovernance were occurring. Modernism set the stage for the kind of
art that a new generation of Native Ameriaangho lived throwgh boarding schoslwhere the
Western canon of art was taughwould produce.

In the early twentieth century, no cultural movement in Europe had a greater impact on
American artists than modernism. Modernist painters, composers and novelists, shattered
theest heti c conventions, and phil osophical

37. Gerald, McMasterReservation X(Seattle: University of Waghgton Press, 1998), 57.
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a response to the phenomena that we have all been living with for over one hundred
years: urbanization, the revolution in science and technology, the acceleratiorsof new
and information, new kinds of entertainment, and the displacement of entire populations
in the midst of war, totalitarianism and ter#8r.
Although the Western canon was foregzbn Indigenous peoplesd supplantetheir own
tenets within the spaces of survivancthe practice of art throughemodernist lens offered
Indigenous artists a way to express and respond to their reflities.
A custom of Western epistemologytsextractandappropriatec ol oni zed peopl e:
property Thisis alsoakey aspect of modernisemd postmodernisnit is well understood that a
major cultural shift took place in Europe and America as artists and other cultural producers
looked to Indigenous, Africamnd other notWestern art forms for inspiratian seekingnew
approacheand began to create new kindsaofvork drawing from their perceptions of
Indigenous art® This contributed to the demand for Indigenous artifacts and fueled false
narratives around issues of authenticity and perceived cultural puritgo kk@ntributed to a
culture of appropriation that Indigenous peoples face to this day. Of mode@riseiBlackfoot
curatorGerald McMastewrote,i moder nity was indeed about brea
finding truth behind appearances, and now thinggmub e put HKack together . ¢
The ways in which Indigenous artists today interface with Western art movements, and
consider theiown creative works, is bound up in modernidfvith the courseet bymodernism,
artists in eaclsuaeeding generation reject that and thinking of the past generation, in favor of
a new approach. This is different from the trajectory of Indigenous arts and creative practice
which builds upon the lessons and wisdom of our ancestogsdoes not view thgast as

something to rebuk Through proven and demonstrable methods over time, Dakota people

38. Richard H. PellsModernist America: Art, Music, Movies, and the Globalization of American Culture
(New Haven: Yale University Press, 201233.

39. Gerald R. VizenorSurvivance: Narratives of Native Presenféncoln: University of Nebraska Press,
2008)

40. Ruth Phillips, AfAesthetic Primitivism Revisited:
I ndi genous JMomdl ef AnHissoriographyl2 (June 2015):iR25.

41. Biennale of Sydney, MCatherine de Zegher, and Gerald McMast8th Biennale of Sydney 2012: all
our relations (Woolloomooloo, N.S.W. 2012), 307.
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create works that meet cultural needs because our worldviews and practices are both reliable and
flexible.

What is at the heart of this tradition of rejecting the past and seeking sognatin?
There is a strong tradition of Western theorists who see the injustidésstern epistemology
and speak out and work againstHistorian and thinker Howard Zinn wrote about how he views
creative processes in his boakists in Times of War:

So, the word transcendent comes to mind when | think of the role of the artist in dealing

with the issues of the day. | use the word to suggest that the role of the artist is to

transcend conventional wisdom, to transcend the word for the establishmearistend

the orthodoxy, to go beyond or escape what is handed down by the government or what is
said in the mediaé |t i s oOttonthinkguisibethef t he ar
boundaries of permissible thought and dare say the things no onelesseyffi

Artists and thinkers who understand tthegphilosophies underlying the Western canon are
fundamentally imbalanced have contended with that legacy over generhtit8%2,Hungarian
artistandformer director of the MIT Center for Advaret¥isual StudiesGyorgy Kepes wrote

Di sregard for natureds richness | eads to t
the degradation and destruction of man himself. And although an increasing number of
people realize the urgent need for change, ek carried along by the uncontrolled

dynamic of our situation and continue to develop ever more powerful tools without a

code of values®to guide their use. o0

In the samavork, Art and Ecological Consciousnes$g goes on to discuss the role of thestart
and the potential for art to be a site for solving the problem:

A concerned man is compelled to look into himself and gauge his own strengths and
weaknesses. He must examine closely the nature of his relationship with his fellow man
and with the worldOur unresolved and troubled lives compel us to reassess ourselves,
and nowhere is our questioning of goals and means more evident than in the visual arts.
Perhaps these responses can indicate what went wrong and where we should look for
answ¥rs. o

42. Howard ZinnArtists in Times of Wal(New York: Seven Stories Press, 2])031.

43, Gy°rgy Kepes, Al buasmkdi&Spackgsti ancaHoungd.cGedminas
Urbonas (Cambridge, Massachusetts : SA+P Press, MIT Sc!

44, |bid. 109
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Kepe®words remain relevant todalgach new wave of artists in the Western tradition Stek
remedy the mistakes of the past through the latest movement or countermowemstitutional
critique. Still, I would argue that much of this work continues to ealteethe basic underlying
principles of Western epistemola@jythe separation of humans from nature and upholdirte
hierarchy of maywhich privileges chosen humans over other forms of exist@naequestiors
arise: Can people change their worldviews®e can shift the conversation to a deeper level of
understandingboutthe world, with the knowledge of the harm caused by Western cultural

supremacy, can we overcome it?

Social Practicein Indigenous Art

In order to make art more accessible to npueple, social practicartwork is nowin
vogue andpiecesthat engage communities are sought after by Western instituaoswork
is nothing new for Indigenous peoples as it dlasys been done in Dakota and Indigenous
communities to teach, learand share resourcds fact, it is an essential component of our
cultural fortitude.The sharing otulture, which includes language, stories, creative arts, songs,
ceremonial actgndmemorial actsensueshrough tribal communitpased arts organizations,
tribal museumsand seasonal or annual events like powwows, giveaways, potlatches, gatherings,
canoe journeysandcommemorative walks amgtocessions, such #s Dakota 38+2 riders. The
myriad cultural practices making up Dakota and Indigenous creative work are interlinked and
dependent orachother, they are not secular, they do not exist in eunem andtheyare not
separated into classificatiorss we strive tastrengthen and develop our arts and cultures,

understanding thesedtiinctions iskey to lifting the repression of the dominant paradigm.

Calls to Action
Indigenous artists, working many kinds of media, bring midimensional perspectives
andcritical approaches to creatimghile exposing our deep relationships to each other and the
world around ushrough creative expressiofhe spectrum of unique challenges that Indigenous
artists face has functioned to keep us out of elite art spaces and from being represented at the top
levels of art world events, despite the fact that our workslavdy gaining international

recognition.
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|l ndi genous peopl esd v oontofedlectwecorescionsnesirg ht t o
2016 whenthe movement against the Dakota Access pipeline at Standing Rock captured the
attention of the media and the world. The struggle to protect Dakota, Oceti Sakowin lands and
people from the destruction of contgd colonization through the oil industry showed the world
the extent to whiclmerica and other colonizing powers have tried to silencBaisota artists
as well as Indigenous artists from many places responded to the situation by creating urgent and
varned artworksSince tlen arts and culture institutions have paid more attention to Native
artists and have slowly begun to take the work we are dangusly That it takes mass acts of
civil disobedience and a worldwide movement to make changes isfatiating andan object
lesson in how we can assert our rights to our culture. Standing Rock revealed to the world that
the rights and responsibilities we have to our land, peaptécultures are inalienable.

While this new awareness by tdeminant culture is heartening, a sustained effort to
make headway on issues of cultural importance is what is n@emedavork is not another trend
in Western art. Still our presence in mainstream art world eigentsimal.

Art Basel Miami annually atiicts thousands of artists, collectors, art critics and the
public to an art fair that is international in scope. Visitors come from Africa, the
Americas, Asia and Europe. On the surface,
diversity and social justiciemes were prevalent, and crowds of people at the Miami
Convention Center spoke several languages and looked like a UN gathering. But despite
this rainbow appearance, only two American Indian artists exhibited thi8%ear
In December of 2018,was lucky to attend a panel consisting of artist Edgar Heap of Binds,
curatorsKathleen AshMilby, and Canéce Hopkinswho discussed Native art and artists within
theinternational art market sceatArt Basel Miami The words of Edgar Heap of Birdsmain
in my mind. He emphasized that our markased model of art making, stemming from the
Santa Fe Indian Market world, was not helping our people get out of the dire sitfiatiogs
ourcommunities. He said more is needed from Indigenous artisteve us forward as peoples.
From my recollection, hsaidindigenous artistaeed to be thinking about the ways our art can

uplift our communities to deal with the complex legacies and realities we have been handed.

45Phoebe Farri s, AWhere Were the Nati vNatoAal ti st s? Re
Museum of the American Indian Museum Maga{W&shington, DC: Smithsonian, Spring 201812
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His words were inspiring and urgents An artist, | took them as a call to action to utilize
art and the creative process to addresswedld questions that can lead to solutions for our
people and our worldi My peopl e will sl eep for one hundre
betheari st s who gi ve %ThiequoteihatibutethstheMétis t backo
revolutionary Louis RielHis prophetic words can also be read as a call to action for Indigenous
artists and supporters today.

46. Gr egory Mc Na nlatwe PedplesoMagazinéSRepermber. 2012) 52.
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Chapter 4Museums and Culture Loss

Museums@y a maj or factor in categorizing | nd]
for display in museum settings are privileged over those that are not. Museums operate in the
public space because their programming is generally meant to interact with a pdigircau
even though they are often inaccessible to people from different walks of life. As an artist, | have
worked with museums through their outwdaging programs: exhibitions. As a student of art,
predominantly the Western canon, | was taught to er@atfor the white boxes of exhibition
spaces. These are spaces of exclugivagd that governs the audience for whom artwork is
created. My experiences led me to want to understand more about museums, which | both value
and find incredibly problematic. Aa researcher, | have worked in the collections of museums,

which has given me many insights. | will discuss my museum research later in this thesis.

Kunst- und Wunderkammer

During my 2018 residency in Salzburg, Austria, as an American Austrian Famdati
Seebacher fellowat the Salzburg International Summer Academy of Fing, Axtisited the
AKuqusntd Wunder kammer, 0 or ficabinet of art and
Museum in the center of the old city. The Wunderkammer is a wing iDdhenuseum at the
Residenzplatz that is filled with ornate cabinets containing myriad artifacts categorized into
animal, mineral, plant, and mamnade groupd s howi ng mandés domi nion ove
Innumerable treasures are kept in these cabinets, sourcedvigaltiey archbishop princes who
ruled Salzburg for centuries and collected items from around the globe that were obtained by
hired explorers. | was struck by the variety of objects within the Wunderkammer. There were so
many amazing little pieces; each wadt was a whole world of curios unlike anything | had ever
seen. An exhibit in an adjoining gallery, A Wu
(AArt to Wonder At, Treasures from the W¢grth
from gold aml other precious materials. The curators of the show wrote,

The appeal of most of the small artefacts from the golden age of the cabinets of
curiosities has always lain in the sheer inventiveness and artistic virtuosity of their
creators. The combinatiarf natural and artistic forms was popular; rare and costly items

39



from the natural world were transformed into amazing new crealiangh as a
precious nautilus shell, shaped into a splendid gdblet.

| noted exquisite gold cups made with spiral shellsmfrautilus and ivory from elephants and
rhinos, all of which are today imperiled due, in part, to collecting by humans who perceive more
beauty and value in the animal parts thespect fothe lives of the animals from which they

come. The wealthy nobili commissioned pieces to be made for these cabinets, contributing to
the artistbenefactor relationship that has been a mainstay of Western art.

The cabinet scheme, | soon realized, was a predecessor to modern museums: The
aesthetic of the white box spmcan be traced back to this practice of royalty collecting items
from all over the world to show off their knowledge and wealth. The Western epistemology of
scientific classification, systematically categorizing things within strict boundaries, is also
exemplified in the Wunderkammer, where items were labeled according to taxonomic divisions.
In the context of collecting things, the classification system has haeddehing repercussions
for art in museums, as well as for how Indigenous people and huligert appear in museums.
| thought of the words of Gyorgy Kepes:

But the world is not made of discrete fixed entities. The boundaries that separate and
connect them are fluid. The worl ddéds infini
ending transfomation; biological forms social groups, human feelings and

understandings undergo continuous changes. They may merge into larger, more
encompassing, more complex configurations or fall apart into smaller, simpler

constituentg®

As | learned more, | faud that the first public museum, the Ashmolean, which opened in 1683 in
Oxford, England, was created to showcase a particularly extensive cabinet of curilosity

Tradescant collectiof?. Within it wasP o w h a t a n gas inckédibiet imtricately beaded hide

47. DomQuartier Salzburg i Wu nder k ubDaesnQuatier Badzbuggn e s aus
Dommuseuntalzburg, Austria, 2018.

48 Kepes, fAArt and Ecol ogical Consciousness, o0 107.

49. Ashmol ean Museum of Aand sanMa nAtriceh,a efoil rosgty . e nmicPoount taeh
Ashmolean Museum of Art and Archaeology, Oxford Universitys://www.ashmolean.org/powhatamsintle
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that was thought to be a robe. | have never seen anything quite like it in the museum collection

work | have done.

Figure2. Powhatan'sMantle 930 x 630, d e eecordiiondrel sinev
17th century (1601 1700) said to have been owned Wahunsunacock, place of
creation Virginia Colony. Image © Ashmolean Museum, University of Oxford
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From pictures alone, | was struck by the power of the piece, and | was immediately
saddened because | know that | nodrowhéreasures peopl
The tribes and peoples that created worksHike w h a t a n fave bk decidtes] by
colonization, and the same mentality that was used to deprive peoples of their lands, lives, and
cultural properties still exists in the successor to cabinets of cuiosityseums. Furthermore,
that a piece of such cultural significancePasvhata® s Mantdked up in the worl
museum as an oddity, a prize, and a specimen, set the tone for how museum spaces thereafter
have treated Indigenous peoples. Recognizing
museums, and the initial placeaupied by Indigenous people in them, is essential to
understanding how Indigenous people are currently considered by mdsanchtow that
reverberates into public space. In modeéay museums, the way objects are collected, shown,
and stored is based uptirese early collections.

As well as supporting a narrative of materialism, objects were also important in
supporting new claims to knowledge. For the museological discourse on authenticity,
originality and presence supported a claim to knowledge on thefgauseum curators.

By studying the fabric of these objects, museum curators could classify them and order
them into taxonomies. These classifications and taxonomies were themselves supported
by a historical framework which used the exhibition spade@museum to popularize a
narrative of Western society as the pinnacle of civilizatfon.

Can the current reality be unsettled by creating art in the public sgheas™o deeply affected

by these considerations that | created a piece in responséntg thee\Wunderkammer and

learning abouP o wh at a n fcalledMd i telr e P o wh ki$ alarge snixddhediae

work done in my studio space in the Festung Hohensalzburg, an ancient fortress atop a mountain
in Salzburg. It is a response to the losthdigenous peoples and cultures and the injustice of

our masterpieces ending up in the collections of colonizers. As | was making it, | tried to
artistically recreate the spirals embroidered on the original hide, using handmade ceramic shells
with gold led, but | was unsuccessful. That failure made me reflect on the difficulty of

producing such a work. | thought about who made it, how incredibly skileadwere and how

50. AndreaWitcomb,Relmagining the Museum: Beyond the Mausole(lrondon; New York: Routledge,
2003), 107.

42



long it must have taken to finish My best efforts producedne large spiral a recurring shape

within the artwork described this thesign which the shells are spaced to represent culture loss,

loneliness, but also continuity.

Figure3. Erin GeniaAf t er P o wh 2018acaerarsic, dgold leacrylic on canvas

Anthropological Perspectives
Anthropology, ethnology, and archaeology have been the primary disciplines that
researchers of the dominant culture have employed to interpret and disseminate information
about Indigenous peoples. By uphalglithe research done in these areas of study, museums have
been at the forefront of the exploitation of

frameworks for the fields rest firmly in Western cultural supremacy, and their findings have been
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usal as a scientific basis for policy. They are domains that have fundamentally and largely been
used in bad faith toward us to rationalize our dispossession.

They have contributed to the exploitation of Native peoples by presenting incorrect or
demeaning \@ws that perpetuate harmful stereotyplesnthropologist Johannes Fabian
concedes the harmful application of his discipline on colonized peopl€snéand the Other
he stated:

conventions of our discipline have been analogous to the exploitatiofucdlmr@sources
found in colonized countries. Tspdtidt of O6geo
i mages such as Western 6expansiond cloud t
temporal aspects. Resources have been transported fromthE pastb ei r O backwar
locations to the present, of an industrial, capitalist economy. A temporal conception of
movement has always served to legitimize the colonial enterprise on all levels.
Temporalizations expressed as passage from savagery to civilifairarpeasant to

industrial society has long served an ideology whose ultimate purpose has been to justify

the procurement of commodities for our markéts.

It is from an anthropological interpretation that people in the Western world regard Native
peoples, and by extension, our arts and cultures. Museums have relied on this framing for the
works they keep in their collections and exhibit to the public.

As anarmof empire, museums have obtained and displayed the spoils of colonization
that have been s&mh from Indigenous people: art and material culture, sacred objects, and
human remains alike. By keeping and showing the bodies of Indigenous ancestors, sacred objects
of cultural patrimony, and items of cultural importance to tribal people, museums debema
Native peoples. fAAmong the many probl ems that
the removal of their ancestorsé remains along
purpose of scientific study and museum display, or forteateigh the underground market and
at ar t SaMitrcmuchofrosr cudtural property kept far from our communities,
inaccessible to most of our people, Indigenous artists and culture bearers must seek out, and fight

for, access to our ancestral anmfis in order to maintain and develop cultural continuity.

51. Geni a, ALandscape and Language, 0 670.
52. Johannes Fabiafijme and The OthefNew York: Columbia University Press, 2014), 95.

53. Devon MihesuahRepatriation Rader: Who Owns American Indian Remdinscoln, NE: University
of Nebraska Press, 2000), 95.
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Because they are gatekeepers that decide who can access tribal material culture, the tyranny of
museums that refuse to respect or acknowl edge
heritage igeprehensible.

There is an intimate relationship between cultural genocide and Western academic
attempts to understand Indigenous peoples through anthropology, ethnology, and the museum
practices of collection, preservation, display, and interpretationrod i genous peopl esg
property. A common practice of obtaining Indigenous art and culture objects for museum and
private collections during the colonial period was through looting graves or massacre sites. My
former professor and mentor, Alan Park€hippewa Cree), who guided my work as | earned
my Master of Public AdministrationTribal Governance degree, served as chief counsel and
staff director to the bited StateSenate Committee on Indian Affairs under the tenure of former
Senator DanielKL nouye. Among I nouyeds accomplishments
American Graves Protection and Repatriation Act (NAGPRA). NAGPRA is a federal law
requiring museums that receive federal funds to document their collections and notify tribes if
they are in possession of any items that are eligible to be repatriated, such as human remains,
funerary items, and items of cultural patrimoly.n Par ker 6s memoirs, he r
events that led up to its enactment:

In our research for creating a new National Museum of the American Indian, we were

advised that the Natural History Museum possessed a great collection of artifacts and

goods that could perhaps be transferred to the new Indian Museum in the future. Senator

|l nouye was eager to see this collection to
and Patricia Zell and | accompanied him on an arranged tour with the secretary of the
Smithsonian, Robert McAdams. We toured the Natural History Museum and weeel invit

to see a collection that was kept out of t
basement level. When we saw this collectiwa were indeed impressed with the articles,
and in response to the Senatoroém?quwesti on

were informed that many of them had come from old Indian graves scattered across the
West. We were also shown scalps and other human remains that were in storage among
the Smithsoniands collections in tiehe Natur
senator that over many years, as different tribes discovered that these grave goods had

been taken from their ancestors, they had begun to request that they be returned to them,

but the Smithsonian refused to give them back to the tribes. SecretadameA

informed Senator Inouye that he was not sure, but he thought they needed to have legal
authority to make such a return as they had become public property in the possession of

the Smithsonian. Senator Inouye was appalled that this collection evesdenite first

54, Geni a, ALandscape and Language, 0 671.
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place and that the Smithsonian thought they did not have legal authority to return them,
even when a request had been made by a tribe who had done their own research and
could convincingly show evidence that the grave goods had beenfstutetheir

ancestors. He quickly asked Patricia and me to schedule a series of congressional
hearings so we could hear from those tribes who had these concerns, and from various
physical anthropologists, who could inform the committee as to the scieafifie for

the federal government in keeping these goods in the face of urgent requests that we
knew would be coming from a great many tribes. Thus was born the Native American
Graves Protection and Repatriation A€t.

Without NAGPRA, museums would stilelxollecting, retaining, and exhibiting human remains
en masseTlhe law hasffected the field of museunas large by setting astandard of

repatriaton of tribal cultural propertyo their respective tribes, but challenges to its full
implementation rema.

Since museums are establishments that can powerfully define and embody culture for a
societybs ideologies, and epitomize the views
been a crucial element in indoctrinating the public about Indigenaydgseand tribes.
ARStereotypes about I ndians and other indigeno
enlightened museum visitor. Visitors have preconceived ideas that they want verified by your
mu s e & Buclvattitudes are prevalent in the fiefdVestern art and also in the output of
experts who rely on museums: art critics, curators, and historians.

More subtly, Western art experts set their perspectives as the standards. In the 2009 text,
Ancient American Art in DetailColin McEwan, archadogist and head of the Americas

coll ection at the British Museum, wrot e, ASin
role in bringing 6the artsdé of theAmseri cas t
statement whitewashes therolewoi s eums i n coll ecting I ndigenou:

through widespread genocide and colonization, while also makiny\estern international

audiences, such as those who have also been subject to colonization, invisible.

55. Alan RParker Pathways to Indigenous Nation Sovereignty: A Chronicle of Federal Policy
DevelopmentgEast LansingMichigan State University Press, 2018), 163.

56. Richard W. Hill, ARoadmap f o LivinyBldmesder Cullrat e um E x h i
Expression: North American Native Perspectives on Creating Community Musslsw&ren C. Cooper and
Nicolasal. Sandoval (Washington, DC: Smithsonian National Museum of the American Indian, 2006), 18.

57. Colin McEwan Ancient American Art in Detai(Cambridge, MA: Harvard University Press, 2009), 6.
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Helen Molesworth, faner director of the LA MoCA, critiqued the museum as an
institution in herArtforuma r t i c | e, AArt i1 s Medicineo:

The museum, the Western institution | have dedicated my life to, with its familiar
humanist offerings of knowledge and patrimony in the naneenpfathy and education, is
one of the greatest holdouts of the colonial enterprise. Its fantasies of possession and
edi fication grow more and more wearisome a
than not | find myself wondering whether the whole dgmject of collecting,
displaying and interpreting culture might just be unredeentible.

Tribal Museums as Selfrepresentation
To shift this context, tribes have worked hard to control their own ancestral objects and
narratives. Since the 1970s, thember of tribally founded museums in the US has surged. With
the help of important federal restorative actions like the 1978 American Indian Religious
Freedom Act and NAGPRA, tribal museums are actively reversing conditions by empowering
Indigenous peoplthemselves to preserve, protect, and revive their cultures. Today there are over
200 tribal museums in Canada, Mexico, and the’UsS

Tribal museums share some of the same objectives as conventional museums, such as
public history education; but the practice which they are celebrated, extensive
community involvement and collaboration, helps reproduce tribal values within a
museum settingé Tri bal museums have been a
has successfully engaged a new generationbafltiéaders and indigenous intellectfls.

These museums are setting new standards of curatorial excellence and challenging the damaging
old museum standards by showcasing and celebrating tribal voices. They are able to care for and
protect objects of amstral importance in ways that nrtotbal museums cannot. The protection

of tribal cultural resources and property is a main governing concern for many tribes, and one

way this can be done is through establishing tribal museums.

58. MTL Coll ective, i F r o m oralLibdarationuA Dealorgal Per€pedtive onq u e t o
the Crises of QutobereArplrbeory CrticisirPolidiosds. heatlDickerman and MTL
Collective, 2018.

59. Karen Coody Coopet,iving Homes for Cultural Expression: North American Native Pecsives on
Creating Community Museum@Vashington, DC: Smithsonian Institution National Museum of the American
Indian, 2006), 8.

60. Susan Sleepe3mith, Contesting Knowledge: Museums and indigenous perspedtivesoln, NE:
University of Nebraska Pres2009), 252.
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Smithsonian National Museum of the American Indian and United States Holocaust
Memorial Museum

The Smithsonian National Museum of the American Indian was established to house the
vast collection of George Gustave Heye and to be a national space where tribal objects and art
could ke stored, researched, interpreted, and exhibited. In 2009, | worked at the museum as a
student intern, in the Office of Public Affairs, where | did the-ttaglay work of the press
office, and learned skills in contributing to respectful and culturalgvesit public discourses on
Native peoplesd issues. It was there that | a
from my first day at the museum, sheds light on my initial experience of seeing ancestral
artifacts up close:

Having the unique oppanity to visit with some of the objects from one of the tribes |

come from, the SisseteWahpeton Dakota nation, was overwhelming. | was unprepared

for the intense emotions of seeing firsthand the evidence of genocide. | was very

saddened by what | saw. 18e of the objects | viewed were clothing, such as shirts,
dresses, |l eggings, ghost dance shirts, buf
saw games, toys, dolls, weapons, everyday objects such as hide containers, baskets and
spoons. | have begondering the weight of being in such close proximity to the items

ever since, and | |l ook forward to going ba
Resources Center] to view items from the other tribe | come from, the Little Traverse Bay
Bands of Odawa.think the next time | go | will have to spiritually prepare myself. One

of the good things about the CRC is that it was designed with the input from the

consultation process with tribes. Through consultation, the people who built this

incredibly importanfacility were able to include elements that are not present in the

storage facilities of other museums. They built a room to perform ceremonies where sage,
sweetgrass, or cedar could be burned. They also built windows into the great rooms that
housethedol ecti ons so that the ancedsnyself sé6 spir
included believe are present within the objects, can have natural light. So, even though

the CRC is a sad and serious place, through collaboration with tribal communities, the
situdion is much better than in museums that hold articles sacred to tribes that have not
consulted with tribe8!

Collecting Native artworks and artifacts has long been a popular pastime of wealthy
individuals like George Gustave Heye, a businessman wha laegassing his holdings in the
|l ate nineteenth century. fdeledbydhs dediretogatheratly a i

61. Erin Genia, journal entry. July 2009.
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preserve Native American belongings before what he and his contemporaries saw as our eventual
extinction®?i | ndi ans doemed to garish befoseghe steam engine of westward
e x p a n%This atitude was an outcome of the Monroe Doctrine, popularly known as
Mani fest Destiny. Hi s hobby Aresult[ed] in th
and artifacts in thev o r P*H beéame the public property of the American people with
Congressods 1989 creation of the National Mu s e
thousands of items from tribes around the Western Hemisphere are kept in trust at the
Smithsonian NMAI inSuitland Maryland, on the National Mall in Washington, D.C., and in
New York City. The museumbés permanent exhibit
developed in partnership partnership withribes,and are a testament to the work of Native
peqle.

Author Amy Lonetree has written at length about the significance of NMAI. In the book
she editedThe National Museum of the American Indian: Critical Conversatisihe says,

| am profoundly disappointed about this missed opportunity to challeegenierican

Master Narrativd a narrative that has silenced and even erased the memory of the
genoci dal policies of Americads past and p
American Indian allows for silences around these issues, articulates an dlstoaical

message that is confused and confusing, and does not hold accountable those who walk
through this museum for the colonization of Native Americans, speaks to a historical

amnesia that is tragic for a national museum of such prominence and toima&stach

potenetial as a site where new understandings of American history could have taken

place®®

This differs from the United States Holocaust Memorial Museum, also located on the National
Mall, which critically engages the topic of genocide to meaiae its victims and promote a
future in which this could never happen again. America, unlike Canada has never gone through a

truth and reconciliation process, and has not even begun to come to terms with the innate

62Smi t hsonian I nstitution, Nati onal Museum of the A
63. Kim TallBear,Native American DNA(Minneapolis, MN: University of Minnesota Press, 2013), 2.

64.Smi t hsoni an I nstitution, Nati onal Museum of the A
Scala Publishers, 2004), 14.

65. Amy Lonetree and Amanda J. Cofilhve National Museum of the American Indian: Critical
Conversations(Lincoln: University of Nebraska Press, 2008), 311.
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corruption of its founding on Indigensiland®® As a federal institution, the NMAI is limited in
what it can do by Congress. Clearly, it is far easier for the US government to acknowledge the
horrors of genocide that the country fought against in World War 1l than those of the one
inextricablytied to the establishment and maintenance of America. At the NMAI, the tensions
between celebrating Native culture through art and displaying the realities of what happened to
us are apparent.

In contrast, researchers at the Holocaust museum have emgagedmenting the scope
of the Holocaust, and in 2013, the museum published a report of their findings that upended
extant knowledge. They found:

42,500 Nazi ghettos and camps throughout Europe, spanning Geomaolled areas

from France to Russiaai@le r many i tsel f, during Hitleros
1945¢é The documented camps include not onl
forced labor camps, where prisoners manufactured war supplies; prasemar

campsé The ma psshave dreatedrieidertify the damreps and ghettos turn

wide sections of wartime Europe into black clusters of death, torture and 8lavery

centered in Germany and Poland, but reaching in all directions. The lead editors on the
project, Geoffrey Megargee aMhrtin Dean, estimate that 15 million to 20 million

people died or were imprisoned in the sites that they have identified as part of a

multivolume encyclopedia. (The Holocaust museum has published the first two, with five
more planned by 20257

What would a national effort into research of this kind reveal for Indigenous peoples in
America? It is almost unimaginable to consider, since the breadth of American genocide
extended over centuries and vast territories. What would a monument to mgekdogle of
American Indians look like? Would it be similar to the Holocaust museum? How would it
change the realities of life for Native people? | am reminded of the words of the late Cree artist
Kimowan Metchewais in discussing his 2006 watkthout Graund He said | think North

America is a crime scene. | hate to say it, but what happened to the land and people here wasl/is a

66 Gabriell e LO6Hir ond&HelLandWkiAlel Artistsnadd VBiteng Unisettle thiec Ca | |
Politics of Reconciliation.Winnipeg: ARP Books, 2015)

67. Eric Lichtbl au, i The HadHeodlewaydkFimesMarch 1, 203 t Mor e Sho
https://www.nytimes.com/2013/03/03/sundayiew/theholocausfust-got-moreshocking.html
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cri me. People today dondét see that. They unde

that much to them. To me, itgans a lot, in many wayg®

Indigenous Art and Cultural Self-determination

In considering Indigenous art and the public spaces of museums, all of these issues come
to bear and they expose the many associated layers that affect the issue of memelgtestio r
Indigenous people. The horrors of genocide, the ongoing struggle to deal with the ramifications
of culture loss engendered by US assimilation policies, and the erasure of Indigenous ways of
knowing, being, and creating are inseparable from tmsideration. Through museums, and
other methods, Western society asserted its cultural supremacy. However, the more | examine its
claims and centuriel®ng trajectory, the more | see its authority as invalid. | look to what the
tribes are doing to affirrtheir natural rights, as laid out in an article in the United League of
Indigenous Nations Treaty:

To establish a foundation for the exercise of contemporary Indigenous nation
sovereignty, without regard to existing or future international political baiexdaf non
indigenous nations for the following purp@sprotecting our cultural properties,

including, but not limited to sacred songs, signs and symbols, traditional ecological
knowledge and other forms of cultural heritage rights by affirming the ptenthat our

own indigenous laws and customs regarding our cultural properties are prior and
paramount to the assertion of any other laws or jurisdiction including international bodies
and agencie®

These matters are tied to the s#termination of Indjenous peoples, and moving forward, this
must be a focal point. We know Western museums have included us as subjects of study in their
programs much more than they have included us as anidtsreators of cultuigharing our

creations, so tribes haveaged their own museums to change that. Outside of museum spaces,
public spaces are venues where art can be created that can lead, as artist Edgar Heap of Birds

inferred, to solutions for Indigenous communities.

68. Kathleen AskMilby, Off the Map: Landscape in the Native Imaginatiqivashington, DC: NMAI
Editions, 2007), 18.

69.Uni ted League of Indigenous Nations, AUnited Leag
1, 2007.
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With all this complexity, there is a neamlexpound the critical frameworks for
understanding I ndigenous art. As Nancy Mithlo
dynamism and vibrancy of American Indian arts cannot be expressed in the fine arts vocabulary
currently available. In fact, thesld of current Native art production exceeds our capacity to
engage its intell ect'Yeknowpthat\destern aestnasmsaremod uct i ve
inclusive of I ndigenous peoplesd perspectives
infrastructire and generating discourses that reflect our unique needs, desires, and experiences.
Communitybased, local, and tribally supported arts and cultural institutions are facilitating art
creation and cultural reclamation, providing a backbone to sustaits @&mgaged in these
efforts.

As Jaskiran Dhillon noted: A[ T] here is a g
space to (re)imagine, (re)invent, and (re)vision how Indigenous creativity, the act of creation
itself, is a necessary strategy for suarice, for new ways of imagining the world, reclaiming
|l ndi genous pr esenc e’lladigenous artavill svbleeragodrdingtooue al i t vy .
ideals, worldviews, histories, cosmologies, and as aspects of the human condition at large.

Despite a fraughtistory, the field of art remains a place where there is freedom of thought and
action that can be harnessed with the tools we have available to us. As we use the power of
creativity and imagination to bring form to vision, the fertile ground of creatiaetice can be

the place wherwe invent a better future.

70. Nancy Mithl o, iNo Word for Art inWDuazbhaGaguage?
Review: Special Issue: American Indian Curatorial Practi&no. 1 (2012): 123.

71. Jaskiran DhillonPrairie Rising(Toronto: University of Toronto Press, 20173,72
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Chapter 50hetika,To Be Brave

Beingan artist involves ohetika, bravery. €gpress yourselh the public realmfor all
to seeandjudge courage is essentidlhave chosen to reveal nsjory and perspectivas this
thesis becaudbey are an importamiart of it.In this section, | will give a biographical sketch of
the relevant details of my existence as a multicultural Dakota person. | then will talk about the
ongoing projectCanupalnyan: Researching th€arvings ofMy Ancestorsand myperformance
Mitakuye OyasifWe Are All Relatedat the 2018 Venice Architecture Bienndiacing myself
directly in this thesisadds thedepth of personal significanead allows me to center my
research from my own perspective.

My life can be described through the fantiyathas helped me along the way: my
grandparents, parents, uncle, sisters, children and mentors. My in&ihgly hails from
Europeand eventually settled in New York. Herlrismn c e st or ent ered t he
Newfoundlandandimmigrated to Cambridge, Massachusetts where he workedeagsspaper
printer. His descendants continuedvorkin the print media industry, eventually moving to
New York, where my grandfather owned a bar in Greenwich Village and was a stereotyper for
The New York Timeslis daughter, my mom, is a journalist, writer, and editor in the same
tradition.

My fathei® gamily settled on the Sissetdahpeton Reservation in South Dakota. My
Odawa ancestors came from the Great Lakes region, living in what is today known as Michigan
and Ontario. Mygrandfather was Odaveand mygrandmother was Dakotandthey have a large
family based on the Lake Traverse reservafmkota people originate from the region that is
now known as Minnesota, and our traditional territory extended outward from there into the
midwestern US, the Great Laka®ea the Great Plains and into Canadbe tribes that make up
the Dakota Oyate are members of the Oceti Sakowin, the Seven Council Fires, peoples who are
related through kinship, landscap@doral traditions, and share different dialects of a common
language.

As a multicultural person, lave considered how the makeup of who | am has influenced
my path.Indigenous identity is ofteneavilyscrutinized, and subject to colonial standards of
racial purity. Throughout history, people have naturally come from different culttires

genetic mieup is a statement of the political and social life of a place, and that is no different
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today. The colonial project of America has imported many different kinds of people to this land,

and we who live here are productglwiit One of the most powerfessayd 6 ve read about
subject of mixed identity is from the musician and scholar Lyla June Johnston, who asks us to
remember the ways in which Western history has impacted Indigenous Europearentvess

The parallels between the genocide of gattious Europeans and Native Americans are
astounding. It boggles my mind that more people don't see how we are the same people,

who have undergone the same spiritual assault. The only difference between the Red

Story and the White Story is we are in diffiet stages of the process of spiritual warfare.
eéJust as some Native American people have
centuries of abuse, so too were those suryv
Indigenous European culture is just asutiéal as Native American culture and was just

as tragically murdered and hidden from history bdéks.

The tyranny that was exported to the Amerjeaml all over the glohstemmed from empire
building, particularly the Roman Empire, which destroyeddadous cultures and tortured its
people to gain powen Europe Western culture in America is built upon the foundations of that
empire and the settlers who arrived here had long been assimilatat irics little-
rememberedhistoryimpacs the presenenormously

| honor my own complexity, but | am Dakota because of my lineage, cldnote
citizenship in mytribal nation. This means | hawbligationsto my communities. The American
Indian Religious Freedom Act was ratified the year | was born, making me part of the first
generation of Native American people who are able to freely practice and preserve our living
cultural traditions since they were tawed. For me, this is a daunting task because it is a both a
sacred responsibility to my communiti@sd to future generations, and because it often places
me at odds with dominant structures and attitudssan artist, | use the creative process to
grapple with these realities.

| come from a family of artists. My grandmother was descended from a litediah
silversmiths and leather tanne&he was a born artist who ended up being a houseinifeigh

school, she asked her fathierthelp her go teollege, but he refused, telling haat women

72. Lyla J. Johnston, AThe Story of HoewsStaytmmi ty Fel
January 25, 201&ittp://newstoryhub.com/2016/01/tHseory-of-how-humanityfell-in-love-with-itself-onceagain
by-lyla-june-johnston/
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d i ddo that; they got marrietHer artistic ambitions were hinderedelto gender

discrimination, but she continued to make aeverthelesand instilled creativity in the rest of

the family. Her son, muncle, is a gifted and prolific painter. My son and daughters are also
artists. Ommynonglesdaants@red causind make beautiful beadwork, star quilts,

regalia and other artwork.
My unclewas my first mentor. Hevasa

student othepainter Paul Georgeand he

taught me to how to look at art, and to paint w
oils from the time Wwas small. Under his
tutelage | learned about the great masters and
influential epochs in Western art. | was also

deeply educated in school about Western art
hi story. It wasndt u

the Institute of American Indian Arts in Santa
Fe, New Mexico, that | began to learn about t
art of the Americas before European colonize

came to claim the continents. My education

) _ _ Figured. Erin GeniaDakota in the Pacific Northwe;

there, after growing up in public schools and 2017 cotton, ribbon, jingles, buttons, clay, wire, fot
. . . object

then attending Cornellniversityforayear,was | am a Dakota in the Pa:

. . . diaspora that was created as a result of the Dakote
a powerful lesson irhe myopia of the dominant 1862, when our people weesiled from our
cultureds approaches homeland of Minnesota. The Indian Relocation Act
further dispersed Dakota people, from reservations
about preColumbian art of the Americas and around the Midwest and in Canada to cities arounc
country. Suspended from a cascade of rain jingles
the ancient mound cultures opened my eyes tdluffy clouds, Anpa O Wicanh'pthe morning star
form embodies the beauty and resilience of our pe:

the vast legacy of the Indigenous people of thieyen when far from home.
continent which has been hidden from most

AmericansAt IAIA , | received training in studio arig both twoe and threedimensional forms.

stude

Learn

Living in Santa Fe, which is the home of the largest and most active Native arts market in the

world, the Santa Fe Indian Markety¢came aware diie problematic connections of the market

to the production and appreciation of Native art, wilaidkes fronthe prevalence of dominant

stereotypical narratives.
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| left school after starting a family of my own, and worked, for a dozen years as a
community organizein Olympia, Washington. My days of activism first began in high school,
and | continued this as a young mother of three, working on all aggdutman rights
advocacy, organizing events and campaigns. This commbastyd work has deeply influenced
my thinking about issues of justice and bolstergdbelief in the potential of collaborative
strategy and action. | have sought to incorporate the lessoresefdRperiencesto my art.
| returned to school at The Evergreen State College, propelled ggdhef making a
better life for my young family. While therecobllaboratedvith my mentor, Gary Peterson
(Skokomish)to develop an independent course of study in Native American studies, the arts,
and social justiceAf t er ear ni ng miywenbstraightentdovr ebrsg rdecegrofoese Ma s
Public Administratiori Tribal Governance prograrwith the help of my teacher, Alan Parker, |
focused my graduate researchiod i genous peoplesd cultural rigl
protections. Within the dtipline oftribal governance, | studied treaties and policy, tribal-self
determination and cultural sovereignty, research protocols in Indian Country, tribal economies,
tribal natural resources, and tribal museums. Through this academic work, | dexeloped
definition of decolonization, which has helped me in my subsequent work:

Decolonization is the concept and practice that indigenous peoples all over the world are
using to break free from the cycles of violence, discrimination and despair that have been
created by hundreds of years of colonization. To accomplish this, tribes are relying on
traditional methods or values, and applying creative, collective, resolute thought and
action to help them evolve to meet the needs of their people in a rapidly ahamgid.
Decolonization can mean relying less on structures imposed by the dominant colonizing
power, and is directly linked to tribal sovereignty. The act of decolonization is an

effective and essential path towards restoring cultural rights. Decolamizatiolves

telling the truth about history, acknowledging the damage done by assimilation, working
towards gaining justice, and achieving true-siefferminatior’?

| published my capstone research in the 2012 issue of the Arizona State Law Journal. After
graduating, | was hired as thssistandirectorforEv er gr eends tri bal govern
program Our goal was to produce professionals with the knowledge, skills, and abilities to

expand their tribes6 Afewyeasilatgilteassitianedtos over ei gn

73.Gena, fiLandscape and Language, 0 653.
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employment within a public service center at Evergreen, The Longhouse Education and Cultural
Center. | was eager to return to the field of art, to support other Native, andtearn how an
arts organization is run. While thereyor k ed t o promote I ndigenous p
by coordinating projects such as workshops, artist trainings, residencies, grant programs,
exhibitions, and other culturally responsive programming.
A life-changingevent came in 2014, when | pantiated in theSeventhGathering of
International Indigenous Artists of the Pacific Rim in Kaikohe, New Zealand. Workingdpgide
side with more thanne hundredledicated, incredibly talentedndaccomplished Indigenous
artistson the land of th&l g U p u hl wasinspiiedto continue on my path as an artist, and
since then, have been committed to this path. In 2016, adskexby Evergreen faculty to fill in

for a teacher who was on sabbatical. As a result, | developeduayid t&o undergraduate and

graduate | evel courses: fACr eat-Deteanin&ionirut i ons:
|l ndi an Country, o0 on policy issues affecting I
bearers in creating positive changadii Cul t ur all Sovereignty: Il ndi ge

Her it age Gov er nprovideglan bversiawefdegad structuriescahd mechanisms
affecting tribal cultural sovereignty, repatriation, sacred sites proteatiohintellectual
property. Theexperience of teaching allowed me to recognize the necessity of pupstingy
scholarly and artistic research more fully, in order to contribute to the dissemination of
information and creative expression surroundimgissues of Indigenous griom my
perspective as an Indigenous persidrere is a need for more research in these ar@figsthe
support of Longhousadvisory boardnember, Mario Caro, with whom | had worked on the
planning of a Master of Fine Arts in Indigenous Aptegramat Evergeen, | prepared to pursue
a terminal degree in art.

| enteredM | T Arts, Culture and Technology Program in 20A%.a student, | have
sought tacreatespaceat MIT for Indigenous arten campu$y organizing events and
workshops featuring Indigenousiats. My arts practice has expanded to include the
technologies of digital fabrication and sound, and | have added performance into my repertoire. |
have also had the incredible opportunity to have my work in the Venice Biennale. My teacher,
Gediminas Urbpas was a curator of the Lithuania Pavilion at the 2018 Architecture Biennale,
andheincluded my sound sculptufecoustic Tipithere. | then performed at the closing

US Pavilion, which | discuss more in detail belowAcoustic Tipis also inthe2019 Venice
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Art Biennalesatellite evenat the European CulturalCeed s Pal azzo Mora. As
graduate, and sum up my research and experiences, | am looking ahead to the possibilities of

doing more work in the public sphere, specifically inrdgsam of public art.

Artist Statement

| amamultidisciplinary artist whose
practice follows various strands: merging
cultural imperatives, pure expression, and
exploration ofmateriality, with a response
to past, present, and future matters. | purs
work that creates a powerful presence of
Indigeneity, with a goal of fostering an
evolution of thought and practice in societa
instruments that are aligned with the cycle
of thenatural world and the potential of

humanity. As an artist, | can contribute to

] ] Figure5. Erin GeniaAcoustic Tipj photo byNicolas Kisic
this procesghrough the act of creative Aguirre, 2018, nrahogany, cow hide drums, acrylic, ste
hardware, bungee cords, drum sticks

inquiry and expression, based upon Dakot

The tipi souncamplifier is a drum interface that invites
people to create audible vibrations which reverberate
Wodakota, as well as Dakota language, directly towards the earth and sky. It is home to four dru
of different sizes, painted in the colors of the four directi
stories, and othiecultural elements is centraeach playing a different toneaidted on its surface is the
legend of the battle between the supernatural beings
to my work. | am also interested in Wakinyan/ Thunderbirds and the Unkehi/ Water Monste
. . which describes the catastrophic effects of predamt
addressing questions that test the boundacjimate change. Through the power of rhythm and the
possibilityof an organic collaboration, vibrations will rea
outward forever into infinity like a synesthetic prayer

ways.Learning to apply and pass along

of what art isfrom my perspective as an
Indigenous person. | seek to connect the
transformational possibilities of art and the creative mete communitypased work, and as a
student and practitioner of Wodakotanhledo y y u h api 7 oibhagdaockheasta st e
| find value in applying the creative process to other areas dabbfd-or example, |
worked with a team to develop a moé@l climate change mitigation at the site of a stressed

urban stream neany residenceBy using a combination of Indigenous methodologies and

58



creative, artistic thinking, we found thaettiibutary, Alewife Brook, would be best served by
returning it toits natural state as a wetland, and we developed a plan tdlcatrout with
consideration for its state as an urban watersh€tis projectshowed me that artists and skilled
creative thinkers have much to contribute when it comes to addressing sthaenaist difficult

issues of our timesuch aglimate change and ecological destruction.

Canupa Inyan: The Carvings of My Ancestors

Before attenohg the gathering of

Indigenous Artists of the Pacific Rim in New
Zealand, my father brought me a slab of pipesto
he had dug from the quarry, and he encouraged
me to begin using this material that, as he stresg |
is part of our hererta \;v;,’ mot h
Bessie, came from the Derby famistewards of ' .
the pipestone quarry in Minnesota for generatio
Canupanyan(pipestone) isnimportantcarving
Figure6. Erin Genia,Stone Persgr2015, pipestone
materiad for our peopleand it holds special
spiritual significance because it is used to create cerainmipes, and is a part of Dakota origins
and history. Knowingts importance ircultural uss, including sacred protocols, | wanted to
learn more about its traditional forms. The legacy of US assimilation and cultural genocide
meant that this informatiowas not readily available to me. However, | knew from my visit to
the NMAI collections, and from the work of Tlingit artist Tommy Joseépat | would have to

go into museums to leafh] met Tommy at the gathering in New Zealawthenhe was carving

74. Erin Geni a, Kat i e HwTyGlimateCdangéd IceastChmpetitoo: Menotonsyo n,  fi
Ri ver Water shed Re kithbso/wamyoutmeod/wakda?y=_ 14R0Q5R0s1 8

75 Tommy Joseph, ATommy Joseph hiid/iomgy t Car vings. o N
joseph.blogspot.com/
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andl was working in clayHe told me about higesearctof Tlingit ancestral pieces in museums
around the worldandhe inspired me to do the same.

As a Dakota person, | have felstress ovethe injustice of our items of cultural
significancebeingkept behind closed doors away from our people, while outside these
repositoriesour people have experienced cultural genocide. | have interfaced with various
museums so | could gain access, amahgs felt lucky, indeed privileged, to be in the presence
of ourtreasures, which in Dakota philosophy are regarded as ancestors, having a life of their
own. To spend time with these ancestors, and to see the spoils of genocide has, at times, been
overwheming. From 2015 onward, | have visited and documented pipestone in the Washington
State History Museum, the Burke Museum, the Minnesota Historical Society, the National
Museum of Natural History, the National Museum of the American Indian, and the Peabody
Museum of Archaeology and Ethnology. Accessing museum collections has provided me with
inval uabl e moments spent with Daéwedasticleend Odaw
from other tribes in the Oceti Sakowin, as well as tribes from all oedrethisphere. Museum
collections provide material evidence of worlds that have been hidden, stowed away in dark
cabinets, viewed only in glimpses by a few people who haverihiégegeto look. There is a
need forrepatriation and foour people to readily aessindigenousvorksthat are currently
foundin museum collections in order to learn from them and maintain our cultural continuity.

| have researchezhnupa inyarfpipestongpieces in both ethnological and archeological
collections Historically, our people created earthen mounds for a variety of purp@s#snial
settlement caused many mounds to be raaquhsingancientcanupa inyarpieceshat have
ended up in museum collectionave noticed that for every piedsplayedn a public
museum exliition there are numerowshersare neveshown perhaps because they have some
flaw, or they are not considered towerthy, based on a cur aRiecesds | i mi
thatare put on public view mayethosethat appeal to a Western eye and selisibFor the
pieces that remain in thckroomcabinets, their nuances often go unnoticed, their significance
unrecognized. Oftentimes, pieces are misidentibetheir provenances limited to one or two
sentences about how thevere acquired, or gesaunrecorded.

Throughmy research in this field document the pieces | encounter with photos,
drawings and written observatian| have compiled visual data on hundreds of our sacred

creations| spend time with tha, and pray for and witthem When | get home to my studio, |
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re-create certain forms in pipestone or clay and other materials so that | can learn traditional
Dakota twe and threedimensional form. | have received support from tribal arts organizations
to conductthis work, includirg a grant from the Potieh Fund, and a fellowship from the First
Peoples Fund. Al t hirothisyvbrk for eveeal ybaeseow, |davebargle d
scratched the surface of what needs to be done entirmousarena.

Figure7. George CatlinPipestone Quarry, on the Coteau des Prair@sithsonian American Art Museum,
1836:37, Washington DC

In museum collectionganupanyanor pipestone isalledcatlinite,after George Catlin,
a nineteath-century painter whdocumented tribal people in the W&kt comes from a quarry
in Pipestone, Minnesota, where people from many tribes t@necenturiedo dig forcanupa
inyanto usefor theirtobacco smokingipes Dakotapeoplewere and continue to be, stewards
of thequarry.Because it has been used ceremonially for millennia, and is recognized asisacred
is a site of trucandpilgrimage In mytalk with Dakota artist Marlena Myles, she described the

76. George Gurney and Therese T. Heyntaeorge Catlin and His Indian Galty. (New York: Norton
Press, 2002.)
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significance for tribal people from all over the regions, sayirgat goi ng t here fAwa
trip t& Mecca. o

The quarry site anthe pipestone itselarepart of our origin stories aratetherefore
sacredl n her articl e,LfdiBeayworyd ot Ise« Bdaiwiate / Mo tm Tal |

| want toinvestigate the life that inheres in a particular stone, and the social relations that
proliferate as the stone emerges from the earth, is carved into pipe, and is passed from
hand to handéwe can describe pipewldlene as
grounded, humasocial relations impaired, and everyday lives of quarriers and carvers
depleted of the meaning they derive from working with the sténe.

According to oral histories, a great flood drowned many ancestors. Their blood became the red
pipestone and that is why this stone is so sa&ettlers called the towthey establishethere
Pipestongand laterin 1937 the US government establishegestone Nationd&lonument

under the Antiquities Act to protect the aféTheprotected arehas trails, a picnic area, a

campsite and an interpretive center.

US Park Serviceamphlets from the Pipestone, Minnesota quarry represent pipes as

artifacts, as craft objects, and detail the geology and history of white incursion in the

guarry in the lat@ineteenth and early twentieth centuas well as the regulatory

response of the US government. These material and regulatory histories are important,

but éWestern politics and knowledges surrou
knowledge binary betweahe material and immaterial. That said, in good liberal

multiculturalist tradition, the Park Service also acknowledges indigenous spiritual beliefs

and practices related to pipestdfie.

Thenationalmonument preserved the pipestone quarry, but it alsdadmentally changed the
nature of 1 ndi genousland ascavers musiowagply fortaipermits hi p t o

and wait upwards of ten years for a chance to access the site. The Three Maudgagranite

boulders theregre also considered t@lsacred. They are located on along a hiking aad,

77. Marlena Myles, personal communication, March 20, 2019.
78 Tall Bear, fABeyond the Life/ Not Life Binarybo, 195

79. William, P. CorbettPipestone: The Origin and Development of a National Monurinhesota
History, Fall 1980, 88.

80 Tall Bear, fiBeyond the Life/ Not Life Binaryo, 196
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people climb on them and take selfies, despite signage forbidding this béhaViwat are the
implications of turning doly, culturally significant site into a touriattractior? Conducting
museunstudiesto strengthen my arts practiaad commitment to Wodakgtand learning about
the quarry sitehas led me to an interest in monuments and the politics surrounding them

In my research, | hav&ent timewith many kinds of pieces, including those of historical
significance. Little Crowbs peaxagmlelitierow he col |
was a Dakota leader during the \Ilakota War, who was hunted down and murdered after the
war. | sensethis pipeas incredibly charged with emotion, as well as historical and cultural
significance, anthave come acroseany suclpiecesof this nature.

After spendhg time with a piecel write my observations and sketch or photograph it.
Thenext step involve®oking intoits provenanceBy combining information available from
museum records, which is usually very limited, my understanding of history and Dakota form,
and secondary reaech, | am able to make conclusiamrshypotheseabout aspects of the pigces
history. 't 6s ti me c¢ Amikustrationofghiseomeskronhor each pi
remarkable piece | spent time with in the Smithsonian National Museum of Natural History,
labeled as number E326303a Devils Lake Sioux Treaty Pip€arved from solid pipestond, i
consists of two parts, a pipe bowl and stemOn segments of thdélmi pebs
the passing there are tears and hearts that are breaking Leeushaiowhat we give shall equal
t hat we 0r esacaadupa/snmpked at theasigning of Devils Lake Sioux Treaty
November 2, 1901 Presented to Mrs Marie Berri Hansbrough by friends of the council. Marking
the passing oftheIndian | t 6 s owvrpiecesl have shaeascribesl withscript, so based
on that and the fact that the language use seems unusual for a Dakota, it is my asthanfition
was written by a noiNative person. When | researched Mderri Hansbrough, | learned she
was a poetrad an artistiving at the time of the treaty signif§.Did etch this sentimental
expression on the piece?ad/it commissioned as a gift for Ravlore research is neededital

out | alsoresearched the treaty itself to verify that it could indeed baee at the Devils Lake

81 National Monument MPipestene Natioaal Mofiulmbnt e e Mai dens. 0
https://www.nps.gov/pipe/lea/historyculture/thregnaidens.htm

82 Humani Marey Ber r ii Ch a pD@aVntersdHomes.b r oug h o
https://dcwritershomes.wdchumanities.org/mbeyri-chapmarhansbrough/
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Treaty signingrfow known, and better translated from Dakpésthe Spirit LakeTreaty

signing)® It appears that it could have been. Looking at the pipe, there is résioLemoked
tobacco inits bowl. This is an example of the nature of the folopresearch that could be done
for every piece ireverymuseum collection. Learning about their journeys and originsssigéd

onour own, andhatis a huge undertaking.

Through this study in museum
collections, | have learned firsthand the
complexties surrounding thessue of
repatriation of Dakotand Indigenous
p e o pduleural @rt formsA recentcase
involveda canupdpipe) thatbelongdto
the Dakota chief White Dogaleaderwho
washung in the largest mass execution in
US history in Mankato, Minnesqten
1862, an event of major significance that

Figure8. Spirit Lake Treaty Pipgyhoto by Erin Genia, 201 s discussed in theext sectionThe pipe
collection of the Smithsonian National Museum of Natui .
History, Suitland, MD and stem are both made of pipestone and

are inlaid with ornate Dakota imagery in lead. It is an incredibly beautiful and culturally
importantwork, whichwastaken from WhiteDog before higxecution Franky Jackson,
compliance officer for the Prairie Island Indian commursaid,

We knew that many of those prisoners h
|l i ke this would never hayvitenbozwenenta ihes e n
Mi nnesota Historical Soci ety supports
scenes from the fall 1862 military trials of imprisoned Dakota near Redwood Falls,

QT Q

Minn., describes White Dog a shendéscribesa |l o0 Kk i
fight, date unknown, between a soldier and the chief over White Dog's pipe. The soldier

threatens to kill White Dog unless he hands over the pipe, but White Dog resists.

Finally, the soldier takesapess$sbdesigoraodest

60This was taken from White Dog when he
taken forcibly.d The notes say the sol

83. Wayne G. Sansteadlhe History and Culture of the Mni Wakan Oyate (Spirit Lake NafBismak,
ND: North Dakota Department of Public Instruction, 1997).
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officers under threat of punishment. Later, it was displalyd¢ke offices of a
newspaper, but then disappeared into unknown private fnds.
In 2018, he pipe came up fdnd at the Skinnerauction house in Boston, and the Prairie Island
Indian community was unable to stop the $ale.a stroke of luckor compmssion, an
anonymous buyer purchased the pipe, for double what the auction house had es$idtated
thousand andreturned the pipe to the tribe. The return of the pipe has ushered in a cultural

resurgence for the trigé.

A Dakota Aesthetic

By examiningthese old pieces, | have gained some fluency in a Dakota aesthetic, which
is different than what | expected to see. So much of what is considered to be Native art today
comes from the mar ket 0 SVestennfohcapdomscoBlat whecheopl ¢
cultures. Thesaotionspaint an incomplete and erroneous picture of our cultural wqr&sd
lives. Throughstudyingthe material evidence in these collecticarsaccuratgicture emerge
The works | have seen include many pipes, asagetissociated pipe stems and pipe bags, other
Dakota carvings, Dakota artwork, items of cultural patrimony, clotlding everyday items.
Inspectingmany kinds of works, created by different people over many time periods reveals an
incredibly rich and desloped aesthetiand there is a need for much more of this kind of
research

Aside from ceremonial use atréatymaking Dakota people have also used pipestone
for other purposes. | have also seen it made into small figuasegell as objects that alol be
wornon the body as adornmepipestoneslabs thatvereused as a plate or surfaead
pigments for religious and neneligious use. Also present in the collections are pipestone
carvings that were created for economic survival, around the tisetttgment: things like letter

openers, paperweights and inkwells that were sold in gift shops in the town of Pipestone and at

84. Mark Steil, A6Come to take you hoRRNews. A pipe, a
December 19, 201Bttps://www.mprnews.org/story/2018/12/19/minnesotairie-island-tribal-pipereclaimed
auction

85. Skinner Auction House, fiFine Plains Catlinite St
https://www.skinnerinc.com/auctions/3099B/lots/291

86, Steil, fACome to take you homeo.
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wor lfdibss . 't 6s cl ear t hreetonondhseurcsdr @long time.alkereb e e n L

are also pipestone forms thafter careful scrutinycanbe differentiated as having beerade by
non-Native people in imitation of Native styles.

Within Dakota communities today, there is controverggr he use of pipestone for
economic or artistic endsjith some insistinghat any use outside of ceremonial use should be
taboo. O this issue, Kim TallBeanbserved

The Park Service and some concerned federally recognized tribes currently struggle with

the ethical issues raised by the sale of pipestone objects at the quarries. There is a debate

taking place in Indian Country and in fe
be seen as such if we indigenous peoples simultaneously embrace thfethdearofane.
This stance is potentially at odds with a view of relationality that would acknowledge that
indigenous peoples and the stone have long existed in more intimate and complex sets of
relations than the noti oesent’of Osacredd a
Pipestone is sacred because of its deep connections to Dakota people and other Indigenous
peoplesas well aghe important roles it has played in our cultue.l see if everything is
sacred, but certain objease imbued withmore significace based on their interrelationships
with peopleand placesSacredness can be determined by the closeness of our relationships to
something over time and its significance to our lives. With this definition, it can mean different
things to different peoplin differing degrees. Due to these isstigsre are many ethical
considerations to take when viewing, handling, studying, working witaven discussing
pipestone in different contexts. As a limited resource, there are also concerns about mining and
exploitation.
The next steps in my ongoing research are to continue to spend time with icgsaumpa
residing in museum collections, as | greatly enjoy visiting with my pipestone relations. | also
plan to go to Pipestone and spend time theoeking the garry. While there, | will visit and
speak with quarriers, listen to their stories and look at their work. | will continue to make work
that is based on this research and pass along the knowledge my amgesors to othersThe
Dakota aesthetic as it pgars in our material culture bears only a passing resemblance to works
that are created for nedative audiences or customers who expect stereotypical representations

and | will continue to study and disseminate the imagery and form of our artisticeatidte

87 Tall Bear, fiBeyond the Life/ Not Life Binaryo,
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legacieghrough my artistic and research practitieis work has already begun with my son,
Samuel, who is an accomplished and dedicated artist. At some point, | will compile all the data
have collecte@nd write more about it with the goal afding to the discussion on repatriation

and culturakcontinuity.

Mitakuye OyasifiWe Are All Related

At the closing of the US Pavilion, Venice Architecture Biennal®&ovember 02018,1
brought my pipestone work to the verntheough performancerhe performance & a response
to a historical injustice related to pipestone glyphs belonging to the Three Maitksisthe
pipestone quayr

In the early 1880s, a prominent settler of Pipestbtienesota, Charles H. Bennetthav
was the owner of a drugstdieat sold pipestone trinketeemoveddozens opipestone panels
bearing ancienpetroglyphs from the foot of The Three Maidehte entered them into a
competition at th&904Louisiana Purchase Exgition, also known as th8t. Louis World's
Fair, where hey won asilvermedaAt t hi s, and other Worl dés Fail
so-calledraces of the world were displayed as primitive and Western culture as supreme in
fitri umphs .@°Thete wayeconpinallyd petroglyphstones, antbdayonly seventeen
have made it back to the quarry sttee othes have not been returned.

88 Robert W.RydellAl | t he Worl ddés a Fair: Visiomgtong,f Empire
18761916 (Chicago: University of Chicago Press, 1984), 2.
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Figure9. 'Charles H. Bennett removed these rock panels showing pictographs from the Pigeatdes
at the foot of The Three Maidens in the 188@nurtesy oMinnesota Historical Sociefyinneapolis, MN

This episoddas emblematic of the looting of our cultural property that took place during
white settlement of our land, which has baenajor part of the campaign of cultural genocide
perpetrated on u3his looting and desecration of sites of cultural and sacred significance to
Indigenous peoples continues to beuarentmajor issue across the continent, and was a factor in
therecentdsi gnati on of the Bear 6s® Ears National Mc
Mitakuye Oyasin/We Are All Relateatthe "Dimensions of Citizenship" exhibition was
a ceremonial performance centered on healing, finding lost cultural knowledge, and telling the

story of climate change through the lens of the Dakota legend of the Wakinyan/Thunderbirds and

89. JennyRowlandS h e Bears Bars Cultural Area: The Most Vulnerable US Site for Looting,
Vandal i sm, an dCe@er onvAmeriBao Brbogresdgne 12, 2016
https://www.americanprogress.org/issues/green/news/2016/06/13/139344/eardturalareathe-most
vulnerableu-s-site-for-looting-vandalismandgraverobbing/
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Unktehi/Water Serpent spirit§ The performance was iconversation wittcoustic Tipiwhich
wasexhibitedat the Lithuania Pavilion at the time. There were many aspects foirtirdive
minute performance, but for the purposes of this thesisl describe only those related to
Canupa Inyan

Venice, Italy,performancéy Erin Genia

When | carvepipegong | save the dust that is a byproduct of the probesausét can
be used as a pigment, and | dondét want to was
chalkto draw images of the stolen glyphs on the courtyard surface. The images laought
ancient Dakota presence to the site, at\@ntthat is in tke tradition of Worlds Fairtype expos,
which havea troubledegacy for Indigenouand colonizegheoples. This act brought attention to
the looting of Indigenous peopfisulture within a Western contesthe Venice Biennaleéhe
most venerated art venurethe world and the US Pavilion is an important American cultural
embassyl asked mykids to participatén the performancelhey are artistand creators of
culturein their own right, and they alwayday an important parin my creative process.
Together,my daughterand | drew the imagery with th@pestongigment. Their participation
in Mitakuye Oyasin/We Are All Relatags an important part of the intergenerational aspect of

my work that is aligned with Wodakota.

0. Erin Genia AMitakuye Oyasin/ We Are Al Rel ate. 0
http://dimensionsofcitizenship.org/events/mitakioy@sinslashwe-areall-related/

69



http://dimensionsofcitizenship.org/events/mitakuye-oyasin-slash-we-are-all-related/
http://dimensionsofcitizenship.org/events/mitakuye-oyasin-slash-we-are-all-related/

Chapter 6The Politics of Memupy in Public Space

The power of place is undeniable. Many of us have experienced it in different ways

during our lifetimed returning to ancestral homelands or family burial sites, visiting
spectacular places of worship or historic battlefields, or stgnd awe of remarkable

natural beauty. These places tell us stories and provide us withaktimgy memories. It

is through stories and experiences that we understand the power of place. For Dakota

people, this place, Mni Sota Makoce, embodies all ddicharacteristics. It has been
described as our O6Garden ofitBeéehVj 8 aviEfHpi e Ot
walked upon the land given to them by the creator, The Maker of All TRings.

Public art, monumentsind historic markers that perpetuate outdated colonial
perspectives about Native American and Indigenous peoples are everywhere across America, and
yet, art in the public realm, memorial or not, offers a fertile ground for educating the public about
Indigenous peoples, and creating a strong Indigenous presence in public spaces that have
historically excluded us. With an increasing number of Indigenous atistsngthe public
realm, this work is underway. As this thesis hagued conceptions of memomnd time, land
and place, history and narrative, have a profound effect on how this work is produced and
received. In a Western liberal democracy, public spaceskskkntial functionthat pubic art
and monuments draw their strength from.

How have Istories, figuresand events important to Dakota people been portrayed in the
public sphere through monuments, memoyiatal public artThe American colonial projecs
celebrated at such placeskast Snelling, the Lincoln Memorial, and Mount Rushmadte
acknowledgment is given tahe genocide and ethnic cleansthgt ensued from.iOnly the
settler colonial perspective shown, the villainy islownplaydor erased, resulting in the
continued marginalization of Indigenous peoples.

The narrativedieraldedoy suchhighly visible, permanent monuments like thexgery
preservea worldview thatllows for thedesecration of sacred and culturally significant
Indigenoussites In some casethey have been built right on top of the@ites may be protected
by monument status but then become exploited as tatirattionsy the ethos ofipublico

lands asin the case oPipestone National Monumerrom mound cities in the Midwest to

91. Westerman, 222.
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historicvillage sites in the Eadip sacred placeflooded by hydropower dams in the West,
cultural sites important to the original inhabitants of this continent reamanarkedandmostly
unprotected.

In this context, how are tribal people memorializing history and protecting sacred sites?
How are Indgenous artists doing their work in the public sphere to address these issues, honor
the land,andcreate a strong presence of Indigeneity? As | consider my own work in the public
realm, largue thatnonuments celebrating the American colonial projectbearethought to
become spaces of decolonization anthdkgenization. | believe that the process of creating art
in the public realm can become a beacon for bringing communities together to remember, learn,

and create better futures

What is the M eaningof Public Space?
What is public space? Is it a central square in the middle of town, is it found in urban
streets, is it in a national park? Where the land is carved up by private ownership, people of all
kinds depend on public spaces for leisure, tbgaias a place to traverse between destinations.

Public space has a neawythical standing in democratic culture, and for good reason. It is
perceived, however vaguely, as essential infrastructure for human flourishing and well
being: it harkens back the ancient agora and the ideal of direct democracy; it promises
a stage for utopian experiments, for new islands. It is a space for collective amusement,
as well as productive friction, debate and exhibitidhe incubator of that enlarged
mentalityweal | 66w&r |l dliness. d

It is a space of commonality, shared, like people of a common society share culture. Much has
been said of the necessity of public space in a liM#esitern democracy. Public spaces are
where people can gather and perform acts of citizenship. Whatlis ppace when people do

not share culture, or are oppresbgdhe existing legal and regulatory framewoAdhor

Chantal Mouffewrites,it he publ i ¢c space iIis the battle grou
are confronted, wintaHhoutecamy idadsasiiloinléiwtey aafe yo
single spaceépublic spaces are always plural

92. Gediminas Urbona®ublic Space?: Lost and Foun(Cambridge, MA: SA+P Press, MIT School of
Architecture andPlanning, 2017), 9.
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mul tiplicity of®Hdideasaithesfunatien ofpublicismoe assa.place of
political discairse unsettles utopian conceptions of public sdache pluralistic USpublic
spaces a site where people of many kinds can come togéailveork out pertinent democratic
issues in a publisetting However, his perspectivaneglectshow that space vgaobtained, how it
is occupied and maintained, as a product of genocide and ongoing settler occupation.

In contrast to the ways that public space can act, discursively at least, as a symbol for the
utopian possibilities of a civic life, contemporary prastiers and theorists also point to

t he parallel darkness that always accompan
discourses of participation, democracy and openness can mislead or offer facades behind
which global capital and unchecked power continwebated and uninterested in, or even

hostile to the promotion of a thriving culture in/of public space. This carries over into

how public spaces are designed, governed and instrument4lized.

The territory of the U$ both public and privaté wasseizedfrom Indigenous tribes by force in
order to establish a settler socidtywas accomplished through ethnic cleansing, corrupt treaty
making with tribal leaders under duress, land gfabmilitary bases and national parks,
allotment, and other methods bfdvery, over centurie#s ideas of public space and the
commons shift, Indigenous people must be part of those converdagicansse of the ways this
history impacts the present.

As discusseearlier, the definitions of art for Western culture and Dakwiture are
very different. This is also true for the definitions of public space. Indigenous p&apiegs
tenure isacompicated subjecand beyond the scope of this thesis, but what is material to this
argument is that complesocieties existed in Aarica before colonization and thaistory and
even existenchas been hidden by Western institutions. Public space as we know it in this
country todayasa concepand realityis an invention of settler society. Vasttlementexisted
all over the continent.One such place is known today as Poverty Ptietsite ofan ancient
moundcity built by Indigenous peoplen the banks of the Mississippi Riveore than three
thousandyears ago. The city remains consist of mopypicamidsand complex earthworks
showing that sophisticated people thrived there for a long time. The site is a UNESCO World

93 Chant al Mo u f f e ,Art asfiPublicassud, N@ €2008.c r ac y 0

94. Urbonas, 10.
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Heritage sit€”> Countless otherlaces likePoverty Point existed all ovéforth Amerca, but
their presence has been hidden il histores have beenvhitewashed ohavevanishedrom
records Hardly anyone in mainstream America knows about them because schools do not teach
studentsabout them. In the Midwest, and in Dakota territgrmrasundsbuilt by our ancestors
wereleveled to make way fatevelopmentFew are officially recognizedndian Mounds
Regional Park in St. Paul, Minnesataa rare exceptian  Wwhege six burial moundsit atop
limestone and sandstone blutif@trise above a Dakota sacred place, Wakan, Ggairver's
Cave?® Understanding the history of a place, and the ways in which people have existgig there
an important part oihdigenizingpublic spacén America

Beforecolonization Dakota people governed the land through intrinsic epistemologies of
land and space, property, kinship and relationship. The passage of the Dawes Severalty Act, also
known as the General Allotment Act of 1887, officially ushered in the period of coercive
assimilation, because it required that each heddasehold register to receive a predetermined
allotment of tribal land that they were expected to farm. Land not allotted to Native people was
sold for a pittance to white settlers. Allotment effectivaigke down the fabric of tribal life by
fragmenting our societies. The tiospaye (extended family) system of kinship meant that under
Dakota law, the head of household in a Western setieefather in a nuclear faméywas not
necessarily the head of the filgmin a Dakota sense. Christian reformers were among the main
advocates of all otment, and fAithrough severalt
force the tribes into an Angldmerican system of tenure and inheritance, which they believed
would quickly assimilate the I ndians, 0 becaus
progress t owa ¥ Hefore allotment, Ihdiazs avere relativel§ iesistant to
mi ssionariesd6 efforts to converreligiduhaadsociall hr oug
practices were preserved. After allotment, reservations were divided up, causing the destruction

of tight-knit communities, with families isolated from each other.

95. Jenny Ellerbe and Diana M. GreenlBeyerty Point: Revealing the Forgotten City: a UNESCO World
Heritage Site (Baton Rouge: Louisiana&e University Press, 2015).

96. I ndi an Mounds Regional Park, AAbout I ndian Mound
https://www.stpaul.gov/facilities/indiamoundsregionatpark

97 Thomas W. CowgeTFhe National Congress of American Indians: The Founding fgacsin, NE:
University of Nebraska Press, 1999), 13.
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Allotment turned the land into a checkerboard of ownership and dmmower local
ecologies. Buffalo, a main source of sustenance, were prevented from running free in herds over
vast spaces, and vegtargeted for elimination due to their role as a food source for trilwes. T
traditional economiesf Indigenous peoples ags the landhat were based on ecological
continuity were destroyed, forcing dependence on American economic institutions and welfare.
Land expropriatiorior both private and public spacess inherentn theforcedassimilation of
Indigenous people intAmerican, Christian culture, arnidforever changedtheount r y 6 s
environment

For Dakotaand other Indigenoyseople, this history is a strong presence and colors how
we remember and perceive public space, as it is defined in this settler colonidlteate
dramatically altered landscapes and ecosystems, cities and roads, buildings, place names,
monuments, and public ardrksreinforceWesterndomination over Indigenous peoples for
everyoneo see. The recently coined term, solastalgia, dessthie pan of experiencing such
extensive land transformation

Solastalgia is a new concept developed to give greater meaning and clarity to
environmentally induced distress. As opposed to nostaltfia melancholia or

homesickness experienced by individuals meeparated from a loved hoifine

solastalgia is the distress that is produced by environmental change impacting on people
while they are directly connected to their home environrifent.

All of the land in America, including its public spaces wasestdromIndigenous nations,
setting up a power imbalance between Native people antllatve people. The immensity of
this historic legacy underpins public space in American and other settler colonial societies.
Public space is experienced differently depending on where a person falls in the hierarchy
of social importance. While it can be a refuge for some, it is a place of danger for others.
Indigenous people and people of color can be subject to racial praflipglice in public
spaces, putting their safety at risk. Native women and girls can become targets there fer gender
based violence and murder. In rethinking public common spaces as sites for dealing with the
legacy of colonization and the current reaBtof injusticefit he struggle to recl:

should thus give way to a process of decolonization that transforms settler relationships with the

98. Glenn Albrecht,, GindMar ee Sartor e, Linda Connor, et al ., iSo
Environmental Chag e Autralasian Psychiatr5 (January 2, 2007): SPS8.
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land, Indigenous peoples and with each oéfféwithin this context, the ethics of pubbpaces

an ugent concern.

Memorializing Dakota Dispossession

The US- Dakota War of 1862 was tloellminationof decades of compoundé&hdtheft
coupled with the blatant disrespect of Dakota people, and l@saictieaties by the US
government. After waiting fomonths for food rations, as payment for land deeds, the people
were starving. A series of events led several Dakota leaders to declare war on the US. The war
ended with 38 of our leadebginghangedn the largest mass executionAmericanhistory, in
Mankatq Minnesota, at the behest of Abraham Lincélarthermore, early twothousand of our
people were interned at Fort Snelling, and thousands wemeexiled from the state.

Fort Snelling was a prominent military outpost that played an importanirrtiie
settlingof the West. Thé®akotainternment camp was establistjadt below the forbn Wita
T a /EWPike Islang, a site of sacred significance to Dakota pe@ptbe confluence of the
Minnesota and Mississippi rivers. Known as Bdote to Daketple, it is a sacred site tied to our
origin storiesWhen they were interned thereyrfureds died of sickness and starvation é th
concentration camp over the wintdrl86263. In the aftermathDakota peoplevere expelled
from their ancestral homelands dmavesincelived in a diaspora of reservations around the
Midwest, the plainsand central Canada.

In 2010, | created a mixemedia sculptural piece call&klfDecolonization: On the
Dakota Uprisingaboutwhat took place then. It has been shown in many museum and gallery
exhibitions over the years, which has given me the chance to educate audiences about a major
event in American history that is not taught in schools. | wrote about my motivations for making

the work:

99. Craig FortierUnsettling the commons: social movements within, against, and beyond settler
colonialism (Winnipeg: ARP Books, 2017), 59.
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Figurell. Erin GeniaSelfDecolonization: On the Dakota Uprising010,
glazed terracotta, plaster, acrylic, cedar, maMinnesota

This piece is a symbolic attack on an icon of imperiadisabraham Lincoln, who

presided over the largest mass execution in United States BisibB8 Dakota men

who took part in the 1862 Dakota Uprising. It is a window into the past that revisits a

hiddenhistory of how this country came to be what it is and revises landscapes to reflect

our everpresent ancestors. | am a descendant of survivors of genocide, ethnic cleansing,

expulsion, relocation, and internment. My ancestors have asked me to revstinius

past because there is healing that needs to be done and restitution that needs to be made

to the Dakota people for the diaspora that was created when we were expelled from our
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place of origin and ]
forbidden to return. Here, |
explore the concept d@fiood
money and subvert the
ideals of American
mythology while asking
mysel f, #AWho
heroes?0 Thi s
a series called Self
Decolonization. The act of
creating works for this series
is a potent vehicle for
decolonizing my own mind
andbringing sanity to my
life. In learning the truth
about my history and trying |
to make sense of my world, | s
seek to shed values that hay™
been imposed on me and |
reclaim those that are my
birthright.

Today, the site where the

mass hanging occurred has been 3
memorialized as Reconciliation Figure12. Former monument to the mass hanging of Dakotaime
Park in Manlato.For decades, a 1862, courtesy of Blue Earth Historical Sociééankato, MN
gravestondike slab was erected to mark thigot Early this year, KEYC Mankato News 12 ran
a story about how the monument went missing.

For mer Mankato Mayor Stan Christ says,

themonumen. 06 It al so became a popul ar target
represent the blood of the Dakota who were
white triumphalism. o Then in the 1970s,
monumentva s t aken down and placed in a storage

20 years the monument stayed in storage until... Stan Christ says, "It just disapp@ared."

President Lincoln is one of the most important figures in American history. He is of course

credited with keeping the union together during the civil war and abolishing slavery, but the

100 KEYC News 12. fAFor mer Maanrkaantcoe Muafy oDra KESSENEL a3i 8n sMobni u

News 12February 12, 201%ttps://www.keyc.com/story/31208109/formmankatemayorexplains
disappearanceof-dakota38-monument
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national narrative of his life almost never focuses, or mentions, his role in tbaki{fa War.

He was no friend to Indigenous peoples, having served in tiok Blawk War in1832101

During his administration, corruption went unrestrained. Many fortunes were made by politicians

and businessmen who cheated tribes. For example, Henry Hastings Sibley, who would go on to

become the governor of Minnesostimmed$145,000from the $475,000promised to Dakota
people for ceding twentfour million acres ofand°? Lincoln viewed Indigenous people as
savages, saying, fAwe are not as a race,
br et ramiemcstatement to makauring thebloodbath of the Civivar1% The Abraham
Lincoln PeacéMedal, minted in 1861, and now in the collection of the NMi&pictedthe

national attitude towards American Indiaas embodied by the presidanthe time.

SO mu

[The] medal depicts a Native man scafpanother, and compares it to a bucolic scene of

an Indian farmer plowing his field. The imagery was intended to convince Indians to
reject tribal culture and adopt the custom
included Christianity. Lincolntold€ngr ess t hat Asound policy

to these wards of the Government demand our anxious and constant attention to their
material wellbeing, to their progress in the arts of civilization, and above all, to that

moral training under the blasg of Divine Providence will confer upon them the

el evated and sanctifying influence/the ho

101 Richard DrinnonFacing west: the metaphysics of Indiating and empirduilding. (Minneapolis,
MN: University of Minnesota Press, 1980), 198.

102 Clifford E. Trafzer American Indians/American Presidents: A Histaiijyew York: Collins, 2009),
92.

103 Ibid., 92

104 Ibid., 100
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The level of hatred towards
Native people at the time was
great, as American settlers felt
they had a divine righb the
land, that they were entitled to it
because tribal people were savage
and primitive, aslemonstratety
Manifest Destiny. When
Indigenous people resisted, they

were brutalized.

In 1862 white settlers could
understand wanting to kill people
who wereattacking them in their
homes and towns, but they could
not see theamefor the Dakota
defeng of our homeland. Indeed,
they considered Dakota use of
violence in defense of a
homeland as savage. They felt
they had a superior right to
Dakota homeland, because, well,
they were superior an/hite 1°°

Figurel3. Abraham Lincoln Peackledal 1862 National Museum of
the American IndianSmithsoniarinstitution 4/1213.

Several years ago, | painted a
piececalledSelf DecolonizationWinter of Our Internmentt is derived from a photo of the
prisoncampat Fort Snelling/Bdotand based on the winter when hundreds of Dakota people
died therel wrote up a statemeniescribing my reasorisr creatingthe piece:

Winter of Our Internmendlepicts the prison camp on Pike Islaridcated at the

confluence of the Mississippi and Minnesota Riversvhat is today known as the Twin
Cities of Minneapolis and St. Paul. The families rounded up after the Dakota uprising of
1862 were forced to spend the winter within this op@mprison. The loss of life from
hunger and sickness was immense, and the survivors were exploited in every way. Any
words | have for this atrocity seem incapable of describing the impacts for theder@nces

105 WaziyatawinWhat Does Justice Look Like: The Struggle for Liberation in Dakota Homg|ahd
Paul, MN: Living Justice Press, 2008), 43.
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and for all the generations to follow... This work is a part of the "Self: Decolonization”
series in which | reflect upon my true history, with the purpose of seeking justice for my
ancestors, my elders, my generation, future generations and mysafiteld to express

this event in a significant way, so | chose to paint it as a Winter Count. A Winter Count is
a great buffalo hide that holds the history of the tribe. Each winter, the year's most
significant, defining event is painted on the hide. Aftemny years, the images wind in a
spiral, filling the entire robe. The winter of 1863 deserves its own hide as a Winter Count,
since for every year after, we have felt the effects of genocide and continued colonialism
that can be traced to that winter.

Figure14. Erin GeniaSeltDecolonization:Winter of Our Internmen®010, &rylic on canvas

Bdote is the name of the point on Pike Island that is a sacred place. It is connected to our origin
stories and has been a site of cultural and religious significance for millennia. At the same time,
it is also a place of great tragedy. With the militangtpof Fort Snelling erected nearby, the US
government brutally established dominion over the land to break our spirits and claim authority
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over Dakota people. The fort is still there to this day and is a National Historic Landmark.
Waziyatawin has writteabout the campaign to take down the fort in her Bafblat Does
Justice Look Like, The Struggle for Liberation in Dakota HomelsagingVVhen the violence
and nastiness of the imperial business is unmasked, we must question the morality of continuing
tocd ebrate Minnesotadbds i mperial and col oni al i
realize that we cannot cel ebrate those icons,
Down the ForBboth literally and metaphoricalfy®

In 2017, I was in Mineapolisfor a First Peoples Fund convenjragnd was researching
canupanyanin the collection of the Minnesota State Historical Society. | made a pilgrimage to
Bdote and went witl friend and First Peoples Fund felldAarlena Mylesbringing a stone
person | carved to leave as an offering at the sacred place of Bdote. The act of bringing the
carving to this spot made me reflect on the action of performing memory as part of my artistic
practice. As we walked from the parking area byftite down thebluff, over a bridgeand onto
theisland, | observed the signage and realized that there was no site recognition by the
informational or interpretive signs of the crimes against humanity that occurredl @isce.
noticed people walking their dogs angging on the trails.

Figure15. Fort Snelling photo by Erin Genia2017, &. Paul, MN

106. Waziyatawin What Does Justice Look Like: TB&uggle for Liberation in Dakota Homelan(st.
Paul, MN: Living Justice Press, 2008) 12.
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THRE
IN THE “MISSISSIPPI -

The Miksissippi River's many islands are well known to. navigators., - and
the roles of several as accessible and ‘safe havens for villages. camps.
and [Okls have made them significant in Minnesota's past. Lt. Zebulon Pike
chose "ihis island. Ister named for him. as a camp site on his 1805
expedition to explore the upper Mississippl following the Louisiana Purchase.
Pike mel with Dakota Indian leaders here and purchased land which would

later .bé¢oine part of the Twin Cities.
Grey Gloud 1sland. further downstream, was known to the Dakota people
for Its sipernatural woods and its greal variety of wild fruit. U S troops
under '-tie. command of Colonel Henry Leavenworth foumd It a good
campsite on “their way up the Tiver to establish Fort Snelling. and in
1838 Joseph R. Brown. a former fort .drummer boy. established a
trading post. there.
The home - 6f the Prairie Island Dakota Indlan Community, who share It
with a nuclear power plant, Prairie Island at the mouth of the Vermillion
River may have been one of the first Minnesota locations visited b
— French explorers in the late 17th century, .
They called it Isle Pelée (Bald Island), probably @i 0
because of its extensive prairie cover dotted
with several lakes and sloughs,
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Figurel6.Si gnage at Wi t aphdoshyfkria Geni®201K,t. PausMNa n d
fAoTybuevoudd i s

Marlenaledme

to Bdote and | ater sai d,

have gotten | ost without me. 0 We
Fort Snelling, BdoteSh e sai d, fAThere i s f unawith@akga i ng

people involved, perhaps it can be changed from a tourist destination of a historic military fort to

recognizing that it is a sacred placefioe o p9 e . o

by

107. Marlena Myles, personal communication, March 20, 2019.

82

di

scussed

no
mo
nt



FigurelZ.l nt er pr et i ve Si dstandaphoto WyiEtinaGenia20ZkSaPaul AN k e

| considered my act of pilgrimage to be both a ceremonial act of healing for myself and
as a part of my creative practice. The piece | placed tGgneyith a Dimple was created to
counter the Astoic I ndiano stWesterodartigtplike i nst i | |
George Catlin and Edward Curtis. She is a smiling and happy little girl, looking towards the
future with hope. | dug a shallow hole in the shoreline at the confluence of the rivers and placed
her there, for the ancestors to see.
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Figure18. Erin Genia,Canupa Inyan: Girl with a Dimple2016, ppestone

Figure19. Erin GeniaPlacingan offering in thesandat Bdote, Mni Sotg2017, St. PaulMN
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