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Clairn of Originality

This dissertation traces the presence of. installation-based practices among artists of Aboriginal
ancestry from the. mid 1970s to the early 1990s via selected exhibitions across Canada. While no
significant. stuqies. on such an aesthetic movement exist, there are exhibition catalogues,
contemporary art periodicals, survey texts, and academic writings which do touch. on installation
art and its relation to the First Nations. The most relevant of these sources have been cited
throughout the body ofthis study and are listed in the bibIiography. Similarly, the methodological
perspective on Canadian art history, federal law,and .human science presented here has been
previously used to create contexts for the discussion of contemporary art by artists of Aboriginal
ancestry. Howe:ver, there are noin-depth discussionsthat make such an extended Iinkto spatial art
productions. The interweaving of First Nations artistic, political, and literary trends during the
post-war era in Canada is also not entirely uncommon, but my orchestration of these histories
toward comprehending a specifie practic~is unique. Theories of the avant-garde, post-colonialism,
and post-modernism have often come into play through recent discourses ofartistic production in
Canada, whilethis study attempts todepl?y installation in a. bridge-like capacity between .. these
fields of interest. The following dissertation is thus original in;· 1) thorougWy charting the
development of installation-based practices among artists of Aboriginal ancestry in Canada, 2)
relating installation art to hybrid applications of indigenous North American and Western
European artistic traditions, 3) providing a Canadian neo..:colonial backdrop that serves as the
paradoxical location from which the selected artists emerge, 4) defining an inter-tribal cultural
community in Canada and its relation to a radical artistic phenomenon, 5) recognizing the
simultaneous tensions created in Euro-Canadian and Aboriginal settings by the practices under
review, 6) proffering a visual rereading of national identity politics somewhere between post­
modernism and post-coloniaIism.
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Abstract

This dissertation traces the presence of installation-based practices among artists of Aboriginal
ancestry via selected exhibitions across Canada. Itbegins with a methodological perspective on
Canadïan art history, federaI law, and human science, as a means of establishing acontextual
backdrop for the art under consideration. The rise of an Indian empowerment movement during
the twentieth century is then shown to take on an international voice· which had cultural
ramifications at the 1967 Canadian International and Universal Exhibition. Nascent signs of a
multi-mediatic aesthetic are distinguished in selected works in Canadian Indian Art '74, as weIl as
through Native-mn visual arts prograrns. First Nations art history is charted via new Canadianart
narratives starting in the early 1970s, followed by the development of spatial productions and
hybrid discourses in New Work By a New Generation in 1982, and Stardustersin 1986. The final
chapter opens with. a history of installation art since the Second. World War, as related to the
pronounced presence of multi-mediactic works in Beyond History in 1989. Post-colonial and pôst­
modern theories are deployed to conclusively situate both the artistic and political concerns
featured throughout this study, and lead into the. analysis of selected installations at Indigena:
Contemporary Native Perspectives and Land, Spirit, Power: First Nations at the National Gallery
o/Canada. These 1992 shows in the national capital region ultimately confinn the maturation of a
particular socio-political aesthetic that tested issues of Canadian identity, while signifying
Aboriginal sites of difference.

Résumé

Cette dissertation retrace la présence de pratiques installatives d'artistes de descendance
amérindienne au sein d'expositions choisies à travers le Canada. Le sujet d'étude débute par une
approche méthodologique de l'histoire de l'art canadien, de la loi fédérale en matière de législation
et du domaine des sciences humaines, de façon· à procurer comme toile de fon.d le contexte
référentiel à l'art dont il est question. L'émergence d'un mouvement amérindien pour la
souveraineté au cours du XXième siècle a su tirer avantage du capital politique et culturel de
l'Exposition Internationale et universelle du Canada en 1967 pour se doter d'une voix
internationale. L'on distinguait déjà les signes avant-coureurs d'une esthétique multi-médiatique
parmi certaines oeuvres de L'art des Indiens du Canada 74, de même que dans les programmes en
arts visuels autogérés par les autochtones. Dès le début des années 1970, l'histoire de l'art des
Premières Nations s'élabore selon de nOllveaux énoncés, desquels s'ensllivent .la production
d'œuvres installatives et l'élargissement des discours hybrides comme dans New Work By a New
Generation en 1982 et Stardusters en 1986. Le chapitre final s'ouvre sur l'histoire de l'art de
l'installation depuis la Seconde Guerre Mondiale, comme le démontrent de façon proéminente les
oeuvres multi-médiatiques de Beyond History en 1989. Les théories post-coloniale et post­
moderne sont exposées et débattues afin de situer décisivement les intérêts à la fois politique et
artistique représentés tout au long de cette étude, et conduire à l'analyse d'installations choisies
telles que Indigena: Perspectives autochtones contemporaines et Terre, esprit, pouvoir: les
Premières Nations au Musée des beaux-arts du Canada. Ces expositions de 1992, montrées dans
la capitale nationale, confirment la maturité d'une esthétique sociopolitique singulière, ce qui
repose la question de l'identité canadienne, tout en marquant les lieux de la différence autochtone.
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Introduction

In recent decades, artists ofAboriginal ancestry have effectively constructed spaces ofyxtreme socio­

political importance in Canada via installation-based practices.1 This doctoral dissertation traces the

presence of selected multi-mediatic works that gained their creators regionaI, national, and

international recognition through seven exhibitions held between 1974 and 1992. The artists as weil

as curators under review were also key players in the emergence of a larger inter-tribal community

from the late 1960s onward, which ultimately redefmed the nation' s official identity. Installation art

provedto be themost flexible and dramaticmedium inthis collective interf(}gati<)U ofhegemonic Euro­

North American discourses. Henee, the centralhypothesis ofmy study revolvesaround how and why

both theselectedartists and their works achieved Aboriginal difference within a Canadian context.

In order to pursue such an art-historical objective it is necessary to first establish the cultural

eireumstances as weil as politieal conditions that marginalized FifstNations peoples across the country

during the nineteenth and twentieth centuries. An ever inereasing move towards Indian empowerment

after the Second World War then demonstrates the pressures placed on Euro-Calladian society to part

with its.neo-colonial legacies. This tension soon affected a growing number ofartists from cities,

towns, vinages, and reservations, who gained strength from theif shared Aboriginal experience. The

simultaneous development. of hybrid practices among these same individuals drew upon both

indigenous NorthAmeriean and Western European artistic traditions. By the mid 1970s, nascent signs

of installation art's potential to evoke paradoxical spaces in the nation's public self-image has

determined the starting point in my visual analysis which extends through the early 1990s.

Furtherrnore, the aesthetie issues raisedinthis dissertation will bridge post-colonialandpost"!modem

theories, as weil as being dependent on diseiplinC$ rallging from federai law to anthropology.

The frrst chapter, Canadian Legacies, provides a eontextual backdrop for the art and exhibitions

explored in chapters III through IV. It begins with a review ofEnglish...Canadian art-historieal surveys

in order to reveai the devaluation, fixing, and eventual absence of Native artistic production and

IThe terms Indian, Native, Aboriginal, Amerindian and First Nations refer totheindigenous peoples of
North America, with the exception of the Inuit. The Métis peoples also faU withinthisreference, while
their cultural status as a hybrid nation ofmixed Aborigjnal and European origin wiU he taken into
consideration.
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peoples from the Jale 1800s to the mid 1900s. This cultural disavowal is foHowed by a review of

sÎmultaneous politicaldevelopments wmch reveal howtheDominionofCanadagradualJyusurpedFirst

Nations sovereignty and then legalized lndian oppression.. Contemporaneous scientific supports for

Western European racial superiority are brought to light via anthropologieal doctrines, which hinged

upona downgrading ofNorth America's indigenous peoples. The collusivequality ofsuch cultural,

legal, andscientific directives in Canada will bemirrored inthe Aboriginal .contextual resistance that

installation· art came to facilitate.

In the secondchapter, Twentietb.-Century IndianEmpowerm~nt, 1chart the advent of inter-tribal .

politieal organizations through the 1900s, alongsideseleeted aets by Native leaders who fostered a

greater Illovement towards Indian empowerment across Canada. The 1967 Canadian Universal and

International Exhibition.then ofIers an official portrait ofthe nation's modembi-cultural.identity, as

illustrated through seIected architectural· designs, pavilion displays, and textual. information. This

Montreal exhibition's focus on human achievement through technology is subsequently contrasted with

the Indians of Canadapavilion's critical rereading of Westernhegemonyin North America. A

discotdâfice between the site's demanding interior storyline and its facile exterior design exentplify the

Govemment ofCanada's attempt tosilence contemptuous Aboriginal voices at the 1967 fair. Site­

specifie exterior paintings by Norval Morrisseau and AlexJanvierfor the Indians ofCana:da pavilion

proffer visualprecursors to the hybrid aesthetic identified in the third chapter, whilethe patriarchal

treatment ofthese artists by Euro-Canadianbureaucrats also uncovers an enduringneo-colonial power

structure. The urgentpoliticalcry.sounded by Nativepeoples at Expo 67 is linked tomanifestos issued

by HaroldCàrdinal and Vine Deloria Jr. in 1969, as they diagnose an unending Westernpsychosis in

North America. Frantz Fanon's Les Damnésde la terre lends a greaterconsideration· to my discussion

forindigenous peoples· revolutions around the globe following the SecondWorld War. Th~

atmosphereofradical~ocio-political change willbe shown to sowthe seeds fora eommensl.lrateartistie

uprising in Canada that peaksduring late the 19808.

The third ehaptet,Inter-Tribal Considerations, opens with an overview ofCanadian Indian Art 74

at the Royal Ontario Museum inToronto, and curator Tom Hill'sessay designates a new discourse

in Canadian art history. However, theresidue ofanthr()pological directives is shown to influence how

this muse\lID wasincapable ofaceording sueh contemporary art an autonomous existence outside its

2



historical specimens. Sarain Stump's The Pain ofthe Indian then reveals a significant cross-tribal

aesthetic borrowing from nineteenth-c(;lntury sources, which he infuses with a modem-day socio­

political commentary. Guy Sioui's sculpture-installation, La Direction, foreshadowed an increasingly

militant artistic community, whose most radical members took up instaHation-based practices. The

establishment ofNative-run coHeges during the mid 1970s signifies a major victory for Native leaders

in gaining control over the education oftheir peoples from the federal Department ofIndianAffairs and

Northem Development (DIAND). Art programs at the Saskatchewan Indian Cultural College and

Manitou College emphasizeda reconnection with indigenousNorth American aesthetic traditions, as

central to the project ofdefining contemporary tribal identities. Sarain Stump and Domingo Cisneros

represent key artist-teachers,whose influences over Edward Poitras, Guy Sioui, GeraldMcMaster, and

Lance Belanger are crucial·to tms study. These younger artists alsoplayed an important l'ole in

establishing the SocietyforCanadian Artists ofNative Ancestry, which exertedpressure on public

institutions and funding agencies to part with their longstanding policies ofAboriginal exclusion. The

DIAND's l'ole in subsidizing cultural initiatives among the First Nations is then shown to be guided

by a strategy of homogenizing Indian art for commercial purposes through the 19705. Meanwmle,

rereadings ofFirst Nations art mstory by Barry Lord and a collective ofeditors and writers in Visions:

Contemporary Art in Canada mark a tuming point in Canadian art narratives. The 1982, New Work

By A New Generation, exlubition at the Norman Mackenzie Art Gallery in Regina identified the most

innovativetrends in a flourishing inter-tribal.art community that now spanned Canada and the United

States. Robert Houle's curatorial essay champions the emergence ofa hybrid aesthetic among artistS

of Aboriginal ancestry, ·wmle admonishing the ongoing reduction of such contemporary cultural

productions to an anthropological phenomenon. Edward Poitras's Stars in Sand designates ms l'ole as

a leader in the creation ofspaces, and the possibility for a synthesis ofshamanic and political artistic

objectives. Theories of the avant-garde by Walter Benjamin and Renato Poggioli provide useful

reference pointS in the description of a radical inter-tribal connection to InStallation art. The

Stardusters:New Worksby Jane Ash Poitras, Pierre Sioui, Joane Cardinal-Schubert, and Edward

Poitras exhibition at the Thunder Bay Art Gallery connotes a federal govemment effort to

accommodate new definitions of identity in Canada; however, the subsuming effect of official

multiculturalism is shown to be at variance with the possibility for an inherently heterogeneous

Aboriginal art. Selected installations by Joane Cardinal-Schubert and EdwardPoitras are used to

distinguish a budding visuallexicon.ofresistance which edged dangerously close to tribal rituals.

3



The fourth. chapter, Contextua1 Art andContentious·Narratives, commences witha bistory of

American installationart according to surveys byBrianO'Doherty and Julie H. Reiss. Theirrespective

narratives are then linked through L'installation pistes et territoires, which charts tbis practice's

presence and discourses in Quebec and Canada froID 1975 to 1995. Beyond History at the VanCouver

Art Gallery in1989 claimed an avant-garde phertomenon among artists ofAboriginal ancestry, whose

ephemeral creations precariously straddledAboriginal and Western aesthetictraditions. Selected works

by Robert Houle, Joane Cardinal-Schubert, Bob Boyer, Mike MacDonald, Edward Poitras, and Ron

Noganoshevoked a vigorously charged socio-political Canadiancontext. Concurrent literary

equivalents to such visual art productions are located in the post-colonial criticism ofGeorge E. Sioui

andHomi K. Bhabha. The 1992, lndigena: ContemporaryNative Perspectives, show at theCanadian

Museum ofCivilization decelebrated the 500th anniversary ofChristopher Columbus' landing in the

New World. Installations by Lance Belanger, Joane Cardinal-Schubert, and JosephTehawehron David

carried tbis challenge to Western bistory from ancient tîmes to the present day, .as they implicated

viewers in Aboriginal atmospheres of pain, anger, and disillusionment. Breakdowns in modernism's

master narratives across Europe and North America are central to the post-modernconditiondescribed

by theorists Jean-François Lyotard and Fredric Jameson. Such recognition of ethical failures. in

Western culturallogicprovided co-curators DianaNemiroff, Robert Houle, and Charlotte Townsend­

Gault with the institutional impetus for Land, Spirit,. Power: First Nations at the National Gallery of

Canada. Works .by Domingo Cisneros,. Teresa Marshall, and Rebecca Belmore· represented two

generations ofinstaUation practitioners who had successfuUy asserted an Aboriginal difference within

the nation's identity. However, the possibility of a truly sovereign political presence for the First

Nations in Canada has yet to befuUy resolved.

At the conc1uding point in ibis dissertation, 1 pronounce a particular understanding of installation­

based practices by artists of Aborigina.1 ancestry in Canada and their relevance to contemporary

theoretical contexts. In an epilogue, 1 offer my personal, academic, and curatorial relation to the art

under consideration. FoUowing this there is a bibliography, a list ofexhibitionvenues, dates, and tours,

a numerated list of illustrations (ill.), and finaUy, an appendix of82 illustrations.

4



Chapter 1: CanadianLegades

Chapter1 opens witha historiographicbriefofEnglish-Canadïanart surveys publishedbetween 1898

and 1963 in order to distinguish the devaluation and fIXing of indigenous NorthAmerican arts and

peoples.The development ofsueh. master narratives is reflected thro~gh the officiallack ofplacefor

Native artists~t the National Gallery of Canada from the momentof its inception through the post­

modern •• era.••These textual·.·aIld institutional strategies are· then tied ·to. the intense·· political

marginalization ofthe First NationsacrosstheDominionofCanadad~ringthenineteenth century. The

federalgovernment's In.dianpolicies also reveala whoUy lçgalized state (lf oppression that was

rnaintained until the 1960s, and featured the bann.ingof cultural practices. Scientific aegis for the

socio-political domination ofAboriginal individuals and cOmIIlumties can be further linked to the early

discourses ofanthropology. The Natiomll Museum ofManis presented as the site where thisdiscipline

established its officiailluthority. Documentingsuch legaeies ofcoUusion in Canada ultimatêly serves

to locate the paradoxical backdropfromwhich theinstallation-based productions discussed inchapters

III and IV emerge.

Art Historieal Devaluation, Fixing, andAbsence

English-iangllllge art-historical discourses in Canadafrom the late-.mneteenth to theIIlid-twentieth

centuryare dominated bythe",orkofmaie artistsofWestern European ancestry. Central to these

singular narratives which flourjshed via survey texts was .the practjce· of painting on canvas, as it

occupiedthehighest rank in British and French academic art traditions. Such a cultural commodity

easily facilitated the creation ofnational sigriifiers in the modern era. These sigIlifiers coalesced with

public. institutional efforts to defiIle a Canadian identity. However, the generation of these

complementary literary and painting. strategies came tohinge upon a vehernentprocess ofAboriginal

devllluation and fixing initiated by the country'sproto-arthistorians.

The fotirth volume in the 1898 publication, Canada: An Encyclopaedia ofthe Country, features a series

ofregionally oriented essays delineating the oIjginsofart in Canada. Beginning with J.W.L. Forster's

"Art and Artists ofOntario," the extinction ofbothIndians andlndian art precedes the discussion of

paintings created by predomil1ately English-Canadïan men.."AU this was,perhaps, rather the end of

a phase of Art ina decaying racethan thebegiOOing of if in Canada. Indian Art is childish and
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unfinished."2 The author seems to base ms devaluing of such art on the assumed fact that tribal

societies were destined to perish as a result oftheir mental and physical inferiority. In general,Euro­

Canadians were thus ideally positioned to create a unique North-American culture, where it had only

existed in degenerate forms before their arrivaI. Robert Harris, a Paris-trained painter and founding

member of the Royal Canadian Academy of Arts, claims a more exacting point for the advent of

Canadîlin art in ms article"Art in Quebec and the Maritime Provinces." "The fust pictorial work done

in Canada was in all probability that of the redoubtable Champlain himse1f.,,3 Histreatment of the

French explorer-cartographer Samuel de Champlain, who was instrumental in the founding ofNew

France during the early seventeenth-century, as Canada's original artist, thus marrying the act of

graphic representation with colonial settlement. Unfortunately, such a narrative setting purposefuHy

forgets the predominance of indigenous art forms on the continent at that time. From a more

contemporaneous point ofview, the surveys ofForster and Harris will bare out how a commensurate

poHtical marginalization ofthe First Nations in Quebec, Ontario, and the Maritimes was completed

weB before the nineteenth-century's close.

The submerging ofindigenous North American arts beneath aesthetic traditions imported largely from

Britainand France coincided with a·contradictory evocation ofthe Native subject. For example, W.A.

Sherwood's survey of art in the Prairie provinces, in Canada: An Encyclopaedia of the Country,

suggests the land's original inhabitants are a valuable pictorial resource for "the canvases of tmly

Canadian painters.,,4 According to him, the sensitive treatment ofsuch content by "native-born artists"

separated their painting from the work produced by ever-present "foreign schooIs."5 However,the

author does place situationallimits on the Indian figure. "The Indian as seen in civilized conditions is

as unpicturesque and uninterestingas a horse pursuing the treadmill's ceaseless round. It is only in

natural situations that he is interesting.,>6 His banning intimates a social anxiety regarding

contemporary Aboriginal existence, wmch is visually unfit for the nation's image ofitself. Sherwood's

uncontaminated Indian was often characterized as a mounted male warnor in full regalia, chasing

2J.W.L.Forster,'4Art and Artists in Ontario," in J.C. Hopkins, ed., Canada: An Encydopaedia ofthe
Country (Toronto: Linscott Publishing Company, 1898) vol. IV: 347.
3Robert Harris, "Art in Quebec and the Maritime Provinces,"in J.C. Hopkins, ed" vol. IV: 353.
4W.A. Sherwood, W.A.:4Art in the Prairie Provinces," in J.c. Hopkins, ed., voL IV: 367.
sThid.

6Thid.
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buffalos across the Great Plains. Paul Kane, a Scottish-bom painter who was raised and lived in

Toronto,popularized this Canadian identity withworksincludingthe 1849-55 oiI-on-canvas The Man

That Always Rides. (iU. 1) The nomadic tribes who occupied the southern reaches of Saskatchewan

and Alberta, prior to their provincialdesignation, thus became a flXed visual indicator of cultural

difference between Canada and Western Europe. However, by 1899, such paintings did not reflect the

realities of these peoples oppressed state, which will be demonstrated in the next section.

The art-historical discourses authored by Forster, Harris, and Sherwood belie their common link to the

Royal Canadian Academy of Arts (RCA), estaqIishedin 1880 by Canada's Govemor,.General, the

Marquis of Lome. This leamed society promoted theprirnacy of Western European art traditions in

Canada, and was based on a seventeenth-celltury· English acadernic mod~l. RCA members and

associates included painters, sculptors, academics, and arts professionals from urban centres across

the country whose mandate was to found and maintain a public gallery in Ottawa. On March 29,

1880, the Queen's Privy Council placed the National Gallery ofCanada under the care ofthe Minister

of Public Works, and its initial holdings featured diploma works deposited by RCA mernbers as a

condition oftheir acceptance into the society. In 1913, the gallery was incorporated via an act of

parliament, and a board oftrustees was appointed by the federal governrnent. By that time the NGC's

programmingincluded nation-wide touringexhibitions, and the gallery'~ holdiitgswere expanded

beyond an exclusively Canadianfocus with the acquisition ofeighteenth- and nineteenth-century British

portraits.7 However, it would take the NGC morethan one century before it began to activeIy collect

and exhibit works by artists ofAboriginal ancestry. Hence, the Royal Canadian Academy ofthe Arts

and theNational Gallery ofCanada are considered as institutional extensions ofBritain, whose official

goal was to perpetuate an exclusively·Westem view ofCanada's art history.

By 1921, the Dominion ofCanada had fulfiHedits motto a mari usque as mare (frornsea to sea), and

gained autonomous status from the League ofNations. This organization ofWestern nation-states,

which emerged from the 1919 Paris Peace Conferenceat the conclusionoffirst World War, designated

Ottawa as an international capital in recognition ofthe nation's substantial military contribution to

~ational Gallery of Canada, "Historical Background: Origins of the Collection," Ottawa: National
Gallery ofCanada, policy files, 1977, 1-11.
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Britain's war againstthe German and Austro-Hungarian empires} Such diplomatie advancements

parallelled a renewed inteUectual effort to chart the moment when an authentic Canadian art was

acmeved. Newton MacTavish, a Toronto-based journalist and NGC trustee from 1920 to 1932,

pursued this formidable task in The Fine Arts in Canada.

MacTavish's 1925 publication is the first comprehensive English-Ianguage art-historieal survey of

Canada, and it inereased the distancing ofAboriginal art fonns from the nation's cultural experience

as initiated by Forster and Harris in 1898. The book's fust chapter entitled "The Beginnings ofArt

in Canada" commences with the following statement: "In searchïng for thebeginnings ofart in the vast

territory that now composes the Dominion of Canada one tums with first thoughts to the

aboriginals...there are but few records and no traditions to show that in art he experienced anything

beyond his first impulses."9 The absence of art collections, written records, and formai academies

among the First Nations are deployed as axiomatic prooffor the necessity ofa Canadian devaluation.

MacTavish then buttresses this intrinsic truth by contriving an "aesthetic" separation between

Aboriginal "handicrafts" and Western "fine arts," where the fonner merely stand as an arrested or

primitive phase ofthe latter. 10 The evolutionaryscience behind such a cultural perception is revealed

in the anthropological discourses examined later, which will also account for the author's

understanding ofIndian art as a unifonn and static phenomenon.

Beaded clothing designs, carved totem poles, and incised birch bark serons are listed by MacTavish

as "valuable curiosities or documents of history."ll More generous assessments of these same

Aboriginal works profess how artists in North Americaabsorbed materials, tools, and subject matter

from Western sources for over three hundred years to advance their practices. 12 However, during the

building of Canada's master narratives instances of cultural exchange and hybridization were

obliterated by the desire to achieve a totalized neo-colomal Western art."The aboriginal we here credit

8see Robert Bothwell et al, Canada, 1900-1945 (Toronto: University ofToronto Press, 1987).
9Newton MacTavish, The Fine Arts in Canada (Toronto: MacMillan Company Ud., 1925) 1.
1Clybid.
IIIbid.
12see BerIo, Janet C. and Ruth B. Phillips. Native North American Art (Oxford: Oxford University Press,
1998).
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with but little artistic accomplishment in the modern sense.,,13 The possibility that non-Western arts

could be adjusted to suit the conditionsofmiddle-stage capitalism in Canada is thus denied, and this

narrative pressure will be mirrored later in the Government ofCanada's renewed efforts to wipe out

tribal arts in the 1920s. MacTavish's sweeping anti-modern indictment ofutilitarian, hera1dic, and

shamanistic creations also renders these operative arts in opposition to statie pietorial conventions,

which further justified both bis, as weIl as the NGC's fine-art contexts ofexclusion. Conversely, the

same restrictive criteria could.· interrupt a principal trajectory of Western art history which views

carved ivory book covers produced in Europe. during the Middle Ages as the linear antecedents to

Renaissance masterpiecepaintings.14

At the end of The Fine Arts in Canada's first chapter, the Tol'onto-based writer completes bis

re!egation ofindigenous North American peop1es outside modernCanadian life by mounting artattack

on the Indian subject's artisticcurl'ency."There have been from time to time a numbel' ofpainters and

sculptors who have ,!!sed the Indian as a mode! or accessory, and a few have made pictures ofsavage

life as they have seen it in the forest, on the plain and at the hunt-...Perhaps they should not be admitted

into the exclusive andjealous l'ealm orthe fme arts, but should be placed, quite properly, in the greater

domain of history.,,15 Wbile. the problematic nature of such colonial symbols of Euro-Canadian

difference has been noted, they also served to maintain at least a mediated presence ofAboriginal arts

withinthenation's buddingpublic art..,gaIlery system in the 1920s. Perhaps thecavernous art-historical

void generated by Newton MacTavish via bis 1925 survey can be best described as a fear engendered

bythe inevitable psychological state ofaggression.

The placement of Native peoples into a homogeneous category is problematic, as it maintains a

totalized Westernknowledge that justifies acts ofoppression according to post-colonial criticism. "By

'knowing' the native population in these terros, discriminatory and authoritarian forms of political

controlare consideredaPpropriate. The colonizedpopulation is thendeemed to he both the.cause and

effect of the system, impl'isoned in the circle of interpl'etation."16 Recognizing the heterogeneity of

13MaçTavish,3.
14see JoanVastokas,''Nàtive Art as Art History: Meaning and Time :from Unwritten Sources," Journal of
CanadianStudies winterI986-87: 96-101.
J5.Ni.[acTavish, 3~

l6Homi K., Bhabha, The Location ofCulture (London: Routledge, 1994)83.
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bands, tribes, or nations is therefore criticaJ to understanding indigenous North America aTtistic

deveJopments, and will be exercised throughout the course ofthis dissertation. The.overview quality

ofart-mstorical surveys present a similar dilemma, as their very format canonly accommodatebroad

categories ofmedium and style from a chronological perspective. For tms reason, manyartists,

regardJess of their ancestry or gender, who operate outside mainstream practices and Jinear

progressions remain undocumented. Therefore, the key to deconstructing the master narratives under

review, withregard to post-moderntheory, is in tracinghowthey performspecific cultural negotiations

ofCanada over time."They [grand narratives] thus define what has the right to be said and done in the

culture in question, andsince they are themselves part ofthat culture, they are legitimated by the simple

fact that they do wh~tthey dO.,,17

The search for a unique Canadian art is maintained by Graham Mclnness, a London-born writer and

filmmaker, in bis 1939 publication A Short History ofCanadian Art. Like Forster and MacTavish,

Mclnness opens bis narrative inquiry by dispeUing the cultural relevance of Native peoples in

Canada."The Indian could and did produce works of art because ms life was atuned to the tempo of

the land about him. But the white wasgrafting a highly complexcivilization on to a primitive land,

subduing the earth and taming the cotmtryside.,,18 The First Nations are thus· characterizedas

underdeveloped or primitive because their respective relationsmps with .local envrronments did not

adhere to the underlyingprinciples ofWestern capitalist resource exploitation. This economic bias then

leads the author to make the foUowing assumption in his comparison of art created by individuals of

European and Aboriginal ancestry."The difference between their work and that ofcertain contemporary

Canadians is fundamentally one ofdegree only."19 Such an inference oflesser aesthetic status or degree

invested then~tion's art mstory with a constant neurosis over the fIfst halfofthetwentieth century,

whicn hasyet tope fullyalleviated. By the 1960s, when Native activistsbe~n .publishing literary

criticisms of Euro-North American values, tbis master-narrative condition was proof of moral

destitution. "The White man must no longer project his fears and insecurities onto other groups, races,

and countries...The white man must learn to stop viewing mstory as a plot against mmself.,,20

17Jean~François Lyotard, The Postmodem Condition: A Report on Knowledge. 1979. trans. Geoff
Bennington and Brian Massumi (Minneapolis: Universii)' ofMinneapolis Press, 1984) 23.
18Graham McInness, A Short History ofCanadianArt(l'oronto: MacMillan. çompany Ltd., 1939) 3.
19Jbid,1O.
ZOVine Deloria JI., Custor Died for Your Sins: Anlndian Manifesto (New York: MacMillan Company
Ltrl., 1969) 175.
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The socio-politicaltreatment ofminority and underprivilegedgroups in the Dominion ofCanada began

to sbift following the end ofthe Second WorldWar in 1945, whenthe nation emerged as a.middle

power on. th~jnternational sceneandjoined the United Nations (UN). Furthermore, byacœptingthe

UN's "UnÎVersal Declaration ofHuman Rights" in1948, Canada agreed toprovide for the preservation

ofcivil andpoliticalliberties as weIl as the protection ofsocial, econ9mic, and culturalrights from

state"spoJ:]Sored oppression}l The full development ofa 'Velfare state alsooccurred during the post­

war period, as consecutive Conservativeand Liberal govermnents introduéed Medicare, the Canadian

Pension Plan, the Canada Assistance Plan, and the Guaranteed Income Supplement.2zUnfortunately,

the adoption ofa greater social and economic responsibility for its citizens by federal authorities did

not fully affect the alienating motive behind Indianpblicies for decades. Canadian art historians were

similar1y resistant to etijiéal change as indigenous Nortij-American arts continued to.be placedinan

inequitable relationship with thoseproduced by Euro-Canadians through the 1969s.

R.H. Hubbard, theNGC's chiefcuratorfr9m 1954to 1975, based TheDevelopmentofCanadianArt

ona series ofpublic lectures he gave in 1959. Inthepreface tothis 1963 publication, he stat.es that

it is."essential" to compare developments in Canadianartwith those ofEurope.23 Whilesuch a

statement bears rdevance, the author's wont ofreferences to Aboriginal artistic practices signifies an

officiallysanctionedand completeabsenœwitbinCanada's cultural .•• iMntity.His survey then proceeds

in a chronological fasmon from colonial architecturetocontemporary painting. Chalices, sashes, and

fumiture from New France, Lower Canada, and Qllebec offer pre-confederation examples of how

Western ritual and utilitarianarts makeupa vital part ofthe nation' s patrimony. The inclusionofsuch

operativeworks byHubbardmarksa slighf broadening in the master-narrative format beyondpainting

to more fidlyaccommodateFrench-Canada'sbistory, while creatjngyetanother paràdox ofomission

with regard topre-twentieth-century· Fitst Nations art fol111S.Ftirthermore, Native people are

represented solely as subject matter in The Development ofCanadian Art, and painters including Paul

Kane are lauded for producmg "extremely valuable records oftheittime.~'24The curator's narrative

21United Nations,"Fiftieth Anniversary of the United Nations Declaration ofHuman Rights," Jun. 15,
2001«www.un.org».
22see James T.Riec, Changing Politics ofCanàdian SociàlPo}icy (Toronto: UI)iversity of Toronto Press,
2000). .
23R.H. Hubbard, The Development ofCanadian Art (Ottawa: Queen's !Tinter, 1963) 7.
24Ibid,61.
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locldngofthe Indian into a romanticized pre-twentieth-century çircumstance thus completed a narrative

foreclosu.-e predicated on the authority ofCanada'spremIer public gallery. In 1992, tbis policy of

blatant exclusion became the site ofatonement for Land, Spirit, Power: First Nations at theNational

Gallery ofCanada.

Thechapter .entided "The Period ofthe NationalMovemenf' in The DevelopmentofCanadianArtis

of particular interest here, for it communi~ateshowpainting on canvas was put to the service of

generating a Canadian identity. Hubbard's desçriptionof landscapes by the Group of Sevenas

"expfessingtheessenceofCanada" signifiesanae§theticcrescendoin thenation's modern art history.zs

The author's refere:Ilce to A.Y.Jackson's wor15'as "decidedly Canadian," aiso reverberates the official

support this TorontocoHective received during its formativeyears}6EricBrown, the National

Gallery's first Curator, wasinstrumentai in prOlnoting the Group ofSeven,.as he. purchased their works

for the NGC's collection, Mote magazine articles, and organized nationâI and intemationaltouring

shOWS.27 The Group ofSeven, whichremamed active from .1920 to 1933, induded Frank CafmichaeI,

LawrenHams,AY.Jackson, Franz Johnston,Arthur Lismer, I.E.H. MacDonald,andF.H.Va.r1ey,

while A.J. Casson, LemoineFitzgerald, al1d Edwin Holgate joined later. Lismer's.1924 paipting

McGregor Bay,· Georgian Bay, reproduced in The Fine Arts in Canada, is 1ypical of the seemingly

uninhabited forests, rock outcroppings, and waters in northem Ontario f(;:atured in the Group's early

works. Jîll.·2) Newton MacTavish, .Graham McIQfiess,· and .R.H. Hu.bbard ail championed such oil­

on-callVas wildemess scenes in their respective surveys, and attempted to confer an iconographic-like

statuS upqn them. It is no coincidence then that these painters and arthi~torians were ofdirect British

or.~nglish-Canadian descent, as the nation' s official cultural structure·hadcome tomin1ic Canada's

political ruling c1ass which was now strivillg to tame the land.

Thepower rdations generatedby English-Canadian master narrativescould be similarly used to reveal

thyprQplt::matic locating ofartisticpractices in NewFrance as weIl as.Quebec from thepast to the

present.·Just the same, .enunciatioIlS·ofthe ideal Indian subject conjoined with the negation ofNative

25Thid,91.
26Ibid,99.
27see Charies Hill, The Group ofSeven: Art for a Nation (Ottawa: National Gallery ofCanada, 1995).
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arts have persisted in both EngHsh- and French-language art-bistorical surveyS.28 More importantly,

tbis bi-lingual academic negleet of generalknowledge encouraged an identity. fracturingamong

successive generations ofAboriginal readers through the twentieth century.• Suchte;x.ts thus evoke a

commonstrategy ofcolonial authority.· "Colomalism is not satisfied withholdingapeople in its grip

and emptying the native's brain of aU form and content. By a kind ofperverted logic, it tums to the

past ofthe oppressed people, and distorts, disfigures, and destroys i1. "29 Hence, the devaluation, fIXing,

and eventual absence ofNative arts and peoples was integral to a tbinly guised positioning ofEnglish­

Canadians as a dominant race in North America from the 1890s to the 1960s. However, at the very

moment when tbis. socio-political projectseemed complete, a hybridaesthetic was being developed by

Native artists.

Political Manoeuvres and Legal Subjugation

The art-historical foreclosure described above was symptomatic ofa graduaI marginalization faced by

the First Nations who entered into territorial agreements with colonial and federal authorities over the

course of three centuries. These geo-political manoeuvres which foHowed a general east- to-west

pattel11 in British North America eventuaUy brougbt about the outrigbt subjugation ofNative peoples

across the Dominion of Canada in the early-twentieth century.Federally elected officiaIs and civil

servants subsequently enacted as weIl as enforced laws which severely limited or denied Aboriginal

cultural, social, and political rights. However, it is important to recognize that theseneo-colomal

ordinances were regularly contravened in order to avoid an exclusively victimized perspective on such

marters. The following analysis thus depends upon a retelling ofNorth Americanhistory with regard

to the Government ofCanada' s role in perpetuating oppression, wbile continuing to intimate contexts

for Aboriginal resistance.

The FirstNations along the Atlantic seaboard and in Saint Lawrence River Valley established

relationships with traders from Spain, Bolland, France, and Britain dufing the sixteenth and

seventeenth centuries. Aboriginal tribes and bands were primarily interested in exchanging furs for a

variety of European metal wares. In the 1700s, tbis region beeame the site ofcolonial wars between

2Ssee Gérard Morisset, Coup d'oeil sur les arts en Nouvelle France (Québec: Presses de Charrier et Dugal,
1941).

29FrantzFanon, The Wretched orthe Earth, ed. François Maspero. 1961. tra.ns. ConstanceFarrington
(New York: Evergreen Black Cat> 1968) 210.
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the British and French, who were vying for unilateraUy assumed rights of occupation in North

America. Numerous treaties of peace and friendsmp were offered by these foreign l'm'Vers to local

nations including the Mi'kmaq, Ma1iseet, and Abenaki as a means ofsecuring military alliances. These

pacts did not. include .land settlements, but did estabIishhunting, •fishing, and gathering.· rights.30

Following the final capitulation ofNew France to the British in 1760, King George III issued the

Royal Proclamation of 1763declaring; "That the several Nations or Tribes oHndians.withWhom we

are connected, and who live under our Protection, should not be molested or disturbed in the Possession

of such Pans ofOur Dominions and Territories as, not having been ceded to or purchased by Us, are

reserved to them, or any ofthem, as their Hunting Grounds.,,31 The Indianterritory outlined in tms

declaration represented an effort by the British Empire to gain economic favour in the lucrative fur

trade as well asmilitary support from North America'sindigenous political entities;particularly the

IroquoisLeague and the various united Ojibwa nations. It alsosupersededany previous agreements

made with otherEuropean nations, andaddressed Native concernsregarding the westward expansion

ofAmerica'sTmrt~nColonies.32.By the 1960s, when the First Nations had bren denied their promised

sovereignty for ahnosta century within the Dominion ofCanada, King George the III's proClamation

was redeployed as a lega1 precedent for Aboriginal Claims to inherent rights and freedoms.

Following the American Reyolutionary War (1775 to 1783), the Thirteen Colonies were o:fflcially

recogniredbythe British Crown as a repub1ic. The Treaty ofParis ofl783 estab1ished the.boundaries

betweenBritish North America .and the United States, however much ofthe land reserved as Indian

territory in 1763 Was lost. The variousAboriginal nations who had fought againsttheAmericans were

upset by this betrayal of trust, .so British officials.made efforts to queH their anger by grantmg.them

reserve lands north ofthe new international border?3 From 1783 through the late-nineteenth century,

the Americangoverrunentproceeded to launch a series ofwestward assaults on Native-held territories

as a means. ofincreasing itS domain. This expansionism was expressedthroughthe uew repubIïc's

belief in a manifest destiny to rule the continent,wmch wasfuelled by anèmerging monopolistic

capitalism. Meanwhile, the British continuedto gain access to AboriginaLlandsand resoUfces for its

30see J.R. Miller,.Skyscrapers Ride the Heavens: A Ristory of Indian-White Relations in Canada, 3rd ed.
(Toronto: university ofToronto Press, 1991) 23-80.
31King George m,Royal Proclamation of1763.
3:ZOlive Patricia Dickason, Canada's FirstNations: AHistory ofFounding Peoples froID Earliest Times
(Toronto: Oxford University Press, 1997) 150-165.
33Miller, 57-98.

14



slowly growing colony via negotiate<i settlements and gifts. During the War of 1812, when the United

Statesmountedassaults on the C$adas around the southem Great Lakes, and. the upper Saint

LawrenceRiver, Native warriorsjoined withBritishtroops to withstand Americanadvances. However,

following the fmai resolution of grievances between Britain and the United States via the Treaty of

Ghent in 1814, the military importance of the First N~tions>in Upper and Lower Canada began to

wane.

In 1830,jurisdiction over Indian affairswas transferredfrom army officers to civil administrators in

Canada's twoprovinces. By 1850, the colonial govenunents of Nova Scotia, New Brunswick, and

Prince Edward Island had appointed IndianCommissioners to surveyreserve lands. However, British

immigrant squatters, the influx of United Empire Loyalists from the United State$, and a general

apathyonbehalfof government officiaIs severely diminishedthe territorial base ofAboriginal nations

in the Maritimes. In Dpper and Lower Canada Indian legislation passed in 1850 and 1851, as a result

of the Bagot Connnission's recommendations, initiated the unilateral processof defining· Indian

status.34 This thteateriing legalcondition compoun(jed theadversities facedby Algonquin and

Iroquoian speaking peoples who had yetto recover from twocenturies ofdepopulation brought 011 by

imported diseases and the fur trade's ecoflomic decline. In such a fragile state,.theFirstNations were

ill equipped to withstand the racial subjugation and poIitical isolation brought on by Eastem- and

Central-Canadian colonial authorities. The process.·of Western erasure was wellunder way, andin

1898, it received a final master-narrative ascent in Canada: An Encyclopaedia ofthe Country.

The. BritisbNortbAmerica Act of1867transferredtheresponsibility for Indianpeoples and their landS

in the newlyconfederated provinces of Quebec, New Brunswick, Nova Scoti~ andOntario,from the

British Crowntothe Dominion ofCanada's federal government. Many of the Indianreserves in

present-day Quebec - including Kahnawake, Akwasasne,· and Kanesatake - were set up by Christian

orders as missions during the French.colonialregime. Following the conquest, most ofthesereserves

remainedintact, while new ones were created to compensate bands and tribes whose lands werebeing

utiHzed for mineraland timber extraction. OfficiaIs inCanada's Maritime provinces (which included

Prince Edward IsIandafter 1873) followed a. pre-confederation trend of unilaterally. designating

reserVes asa means ofcoercingNativecommunities to remove themse1vesfrom land that was suitable

34Dickason, 199-247.
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for agricultural pursuits. On Vancouver Island and the lower mainland of present-day British

Colombia, colonial officiais negotiated treaties, such as the Sanich Treaty of 1852, at the behest of

indigenous communities. Reserves in Upper Canada cameinto existencethrough a variety ofprocesses,

induding mission-based. reserves founded by Methodist sects in the southern parts of the province

during the early-nineteenth century. In 1850, Anishnabai bands in present-day northern Ontario

requested treaty agreementsbefore.they would allow mineraI explorations to continue on their lands,

and the resulting Robinson-Huron and Robinson-Superior treaties served as a template for future

federal agreements.

Between 1871 and 1921, Canada entered into a series ofnumbered treaties with bands and tribes

located inwhat are now Ontario, Manitoba, Saskatchewan, Alberta, and the Northwest Territories.

These contracts normally featured the federal government's·promise, as a representative ofthe British

Crown, to provide annual payments, medical care, housing, educational services, agricultural

equipment, hunting,. gathering, andfishing privileges, as weIl as reserved lands. In exchange,

Aboriginal signatories gave up legal title to large tracts oflandwhich their respective peoples had often

occupied from time immemoriaL35 However, it is vital to remember that such treaties did not entail the

relinquisbment ofself-rule. Thus, the contracts that led to Canada's formation possessed mechanisms

of compromise devised by both the F~rst Nations and Euro-Canadians, with the resulting negotiated

space between Western and Aboriginal worldviews offeringthe potential for maUeable considerations

of nationhood and identity. Such a socio-political possibility for difference and its consequent

extinguishment over the Dominion's modem history set the tone for Beyond History at the Vancouver

Art Gallery in 1989, which featured radical aesthetic reconsiderations orthe past brought forwardby

contemporary artists ofAboriginal ancestry from across the country.

The most germane example of a culturally fluid geo-political entity in nineteenth-century North

America concerns the Métis ofthe Red River Colony, in what is now southem Manitoba and northem

North Dakota. The New Nation, as itcame to be called, originated from settlements composed ofmale

French-Canadian and Scottish traders who intermarried with females from local Anishnabai,

Assiniboine, and Cree tribes. In 1871, these Métis, country-bom, half-breeds, or bois-brulé numbered

approximately 10,000 people. They were active buffalo hunters as weB as fur traders, and maintained

35Miller, 136-188.
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farms.36 Difficultiesfor the RedRiverMétis fust arose inthe 1850s, when the Hudson's Bay Company

surrendered theÏr control ofRuperts Lal1d,(present d~y Manitoba, Saskatchewan, Alberta, and parts

ofOntario, Quebec, and Nunavut), to the Province ofCanada. Louis Rielwas among the Métis leaders

who formed ~ provisionaLgovernment in 1869 t ocounter the influx to the Red River Colony of

Canadian and American settlers who ignored Métis claijns to occupancyandnationhood. During the

Red River RebeUion (1869to 1870), the MétisheldCanadian homestea:ders prisoner, captured local

Hudson Bay Company trading posts, andprevented federal authorities from entering the settlement.

Usingsuch means,Riel wasable toIlegotiate the entry orthe provillceof Manitoba into the Dominion

ofCanada and ensure the protection ofMétis rights.

Over the.ensuing fifteen yeats, the New Nation's land daims remained unresolved, and waves of

settlers from Ontario continuedto encroach uponthe most desirahleterritoriesaround the Red River.

Furthermore,thesystematicdecimationofbuffaloherds by Euro-Atnerican andEuro-Canadian.hunters

had reducedhoth the Métis and Native peoples on the Great Plains to poverty.Such grave social and

economic factors were compoundedbyepidemics of smaUpox, which ravaged entire tribesand

settlemepts in the .·late 1800s. The apocalypse brought on byWestern European diseases wasnow

reaching across. tbeNorth Americancontinent. Louis Riel responded tothese urgent circumstances

by aligning the Métis with Plains Cree tribes underChiefs BigBear and Pound Maker. This combined

force mOijIlted military assaults on.settlers and Canadian artIlY postst,hroughout Manitoba and the

Districts ofSaskatchewan, AssiIliboia, and Alberta. However, the same negotiating strategythat

resulted in the Red River Rebellion' s.success failed to sway federal authorities in the springof1885.

TheGovermIlent ofCanada stfengthened itsmilitiaand, along with the North-West Mounted Police,

eventual1y overcameMétisand Plains Cree. insurgents during the North-West Rebellion'svarious

battles and skirmishes. Riel n~ceived a death sentencefor his part in the uprising, and the Métis nation

was soondisperstXl. Big Bear and Pound Maker were placed in prison, while .their peoples were

coJ:lfined to reserved lands?' In the 1980s, Edward Poitras called uponhis own mix6d Aboriginal and

European ancestry to heal Canada's nineteenth-century loss ofa hybrid reality andthe racial alienation

that ensued.

36Dickason, 131.
37see Bruce Sealey, The Métis: Canada'sForgotten People (Winnipeg: Manitoba Metis Federation Press,
1975).
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Ultimately, the insatiable expansionist programs·ofboththe Canadianand American governments

proved to subsume. any underlying possibilities true •sharing .of the continent Indigenous

populations acrossNortuAmerica whorefusedtoacquiescetotheseburgeoningcapitalistnation-states

faced prolongedrnilitary assaults and economicsanctiobS. Concurrentcoercive legal strategieswere

firstintroduced bythe Province of Canada's l~gislaturein 1857 via the GraduaiCivilization Act,

whichdenie<IImliansfuIlcitizenship until they could provide proofof sufficient education, fmandal

solvency, and good moral character.38 FoHowingconfederation, Canada's Department of Indian

Affairs, bureaucraticentity set up in 1873,. intensified the so-caHed civilizillg process while

attemptingtorenlOVe aUJorll1s ofAboriginaldeterminism.The IndianAct of1876 gave civilservants,

whowere dispatched acrossthe coulltry in theircapacity as local Indian agents, immense controlover

events pnreservesincluding: overseeing the actions oflocalcouncilsand.chiefs, watching for evidence

of non-Christian activities, and administerijlgthe sale of til11ber or •. tracts of reserve land deemed

expendable.3~ The unilateral passage ofsuch legislation by federal politicians contradicted the faith of

nation-to-nation treaty agreements, and Canada officially established its role as thatafan oppressor.

TUU.s, themaster-narrative forfilat oftheCanadianart-historical surveyscitedeal'lier effectedaparalle1

cultural injustice through ll1ostof the twentieth century by denyiIlg the value ofindigenous North

American arts.

An 1884 revision to the Indian Act banning social and spiritual ceremonies essential to vanous

indigenous peoples on the Northwest Coast and Great Plains was indicative of the fledgling nation's

desperate attempts to eliminate Aboriginal difference from its cultural identity. "Every Indian or other

person who engages in or assists in celebrating the Indian festival known as the 'Potlatch' is guilty of

a misdemeanour, and shaH be liable to il11prisonment for a term ofnot more than six nor less than two

months in any gaol or other place ofconfinement."40 Podatches, such as those ofthe Kwakwak'wakw

tribes, established social status among neighbouring chiefs through gift-giving, and often featured the

raising oftotem poles. These gatherings provided artists in each community with a major impetus for

the creation of new textiles, masks, utensils, monuments, and performances. An 1895 revision to the

IndianAct placed a similar ban on Sun Dances.41 The Sun Dance, or Thirsty Dance, was a religious

3'Miller, 111.
3'J8tatutesofeanada, IndianAct1.876, chap. 18, sec.~-25.
4O&evisions totne StatutesofCana&,lndianAct, 1884,cnap. 27, sec.3.
41Revisions to the Statutes ofCanada, Indian Act, 1895, cbap. 2.8, sec.S.
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festival that took place when tribès including the Plains Cree, Piegan, or Sioux gathered in large

encampments during the summer months. It involved public self-mutilation by adult males, who were

sponsored by individuals seeking or paying tribute to spiritual forces. This redemptive performance,

which often lasted several days, also featured chanting, the use of charms, body painting, and the

raising oftemporary structures.42

From the late-nineteenth century onward, the Potlatch and Sun Dance prohibitions were regularly

contravened, as Native peoples openly defied the wamings and admonishments oflocal DIA agents.

However, in the 1920s, policingwas increased and theRoyal Canadian Mounted Police (RCMP) began

conductingraids that included the confiscation ofart. Much ofthis booty was later redistributed among

Canada's public institutions, including Ottawa's National Museum of Man and Toronto's Royal

Ontario Museum. Such·constant strains on cultural activities were compounded by rising levels of

Indian poverty which, by the 1930s, had reduced ceremonial arts to a chronic state.43 During this same

period a pronounced shift towards·the production ofNative souvenir art occurred as a result ofan

ever increasing Euro-Canadian tourist market at fairs, stampedes, and expositions.44 Fortunately, the

commodification of Aboriginal aesthetics also ensured that certain analogous skiHs and symbolism

required for the creation ofshamanistic and heraldic arts were passed onto younger generations. In the

1970s, Indian artist-educators began to gather these remnants ofartistic knowledge from people and

museums across the country. This represented a professional effort to reverse the longstanding effects

ofstate.-sponsored assimilation.

In 1887, Sir John A. MacDonald, Canada's fust Prime Minister, claimed that the purpose of the

Indian Act was to: "...do away with the tribal system and assimilate the Indian people in aH respects

with the inhabitants ofthe Dominion."45 Such social engineering was predicated on the legal treatment

of status Indians who were considered as minors within Canadian society. Indian agents vigorously

encouraged their charges to apply for enfranchisement via the Franchise Act of 1885; however, this

42see Allan D. McMillan1 Native Peoples and Cultures of Canada, 2cnd 00. (Vancouver: Douglas and
McIntyre, 1995) 203-204, 148-149.
43 Tom HiU, "Canadian Indian Arts -!ts Death and Rebïrth," Art Magazine, summer 1974:10-11.
44800 Gerald McMaster, "Tenuous Unes ofDescent: Indian Art and Craft ofthe Reservation Period," in
Canadian Museum ofCivilization, In the Shadow ofthe Sun: Contemporary Perspectives on
ContemporaryIndian Art (Hun: Canadian Museum ofCivilization, 1993) 93-120.

45 MacDonald quoted in Miner, 253.
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means of gaining fun citizensmp entailed the 10ss of their communal treaty rights and proved

unpopular. Pethaps the most destructive of the numerous nineteenth- and early-twentieth-century

revisions tothe Jndian Act was passed in 1894. It granted the govemor-in-council with absolute

authority over Aboriginal children inJheprovinces and districts oftheJ)ominion: " ...tomake whatever

regulations on the school question thathe thought necessary and empowering mm to commitcmldren

to the boarding and industrial schools founded by the govemment.,,46 Indian day schools hadexisted

since the. 1830s in Upper and Lower Canada, as Indian nations wanted their youngsters tobecome

familiar with Western formspf know1edge. However, as these institutions adoptoo more aggressive

programs of assimilation, Aboriginal parents· temoved or kept their cmldren away froID such

educational coercion.

By the 1890s, Catholic, Anglican, Presbyterian, and Methodist sects had assllmed full responsibility

for civilizing Aboriginal youth throughout the Dominion via residentialand industrial schools, which

received financial support from the fooeral govemment. Compulsory attendance was more strictly

enforced as Indian agents and religious officiais removed children from· homes; isolating them in

institutions locatoo far from reserves for months .at a time. Christian ideology androutines Were central

to themajority ofcurricula, and young minds were coerced by priests,nu11S, and ministers into a sense

ofdisbelief regarding the spiritual views of their ancestors. Indigenous North-American languages,

c10thing, and ways ofknowing were forbiddenin classrooms as wen as living quarters, and teachers

oftenused excessive corporal pumshment.47 Growing Aborigina1 resistance to such abhorrent doctrines

tn0unted throughout the early-twentieth century, particularly in light of the fact thaJ oruy a small

fraction ofstudents advancedbeyond a grade"six lever Inthe 1960s, most residential schoolshad been

eliminated in favour of bussing children to provincia.Uy-run public institutions. Offidals at the

Department of Indian Affairs parlayed their pedagogical negligence into cost-cutting measures.

However, the priee paidby over three tofollr generations of Native peoples was a .culturalloss,

particularly in the areas oflanguage skiUs, learlling aptitudes, spiritual values, and self-image.

"The residential schools even failed in their first purpOse -turning out good little Christians. They

46Reyiskms to the StatutesofCanada, IndianAct, 1894, chap.30, sec.7.
47see.Celia Haig-Brown, Resistance and RenewaE Surviving the IndianResidential School (Vancouver:
TiUacufu, 1988).
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alienated the cbild from bis own family; they alienated him from bis own way oflife without in any way

preparing him for a different society; they alienated him frombis ownreligion and turned his head

resolutely against the confusing substitute the missionaries offered. Wors! of aH, perhaps, the entire

misconceived approach....tumedthecbildagainst education."48 Harold Cardinal's childhood experience

as a member ofthe Sucker CreekCree FustNation duringthe 1950s cornpelled him to cite theviolence

ofEuro-Canadiandomination in his 1969 manifesto. By 1992, the painfulfacts surroundingAboriginal

pedagogical alienation were being staged by Joane Cardinal-Schubert at the Canadian Museum of

Civilization via her installation for Indigena: Contemporary Native Perspectives.

The deteriorationof;fiirst Nations sovereignty in theeighteenth and nineteenthcenturies wastherefore

a primer for the systematic denial ofAboriginal human rights through the twentieth century. Perhaps

the most foreboding sign oftbis trend occurred in 1871, whenBritish Columbia entered confederation

and the new commissionerofCrown Lands, Joseph W. Trutch, refused to acknowledge Aboriginal title

over most of the new province's territory.49 With the designation of Saskatchewan and Alberta as

provinces in 1905 the project of confederation was virtually complete, and central to it was an ever

intensifying effortby the Department ofIndian Affairs to obliterate particularly strong tribal practices

on the Northwest Coast and Great Plains.50 Ifthenation's art-bistoricalmaster narratives and public

gaHeries cau beheldup as cultural propagators in a corresponding aestheticexpulsionofaIl Aboriginal

sensibilities from Canada'sofficial identity, then anthropological discourses and institutional practices

will now reveal an interrelated scientific strategy. lronically, these most conspicuous sites of past

oppression doubled as immediate conceptual and physicallocations from where a new art ce!ebrating

Aboriginal difference was manifested across the country in the 1980s and 1990s.

A Science of Superionty

The tradition of anthropology in Canada, lil<eart history, is heavily dependent on a· methodology

imported from the British Empire in the nineteenth century. Perhaps the earliest suppositiouof this

scientific discipline dealing with the origin, development, and custorns of human beings was the

deployment of Western European physical, social, political, and religious standards to fabricate

4lIJIaroldCardinal, TheUniust Society: The TragedvofCanada's Indians (Edmonton: Hurtig, 1969) 46.
49Dickason, 234.
sorhe Province ofNewfoundland did not becomepart ofCanada until1949.
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universaUy applied forms of measure. Using such criteria, anthropoJogists charted the stages of

humamty from savagery to civilization; an approach that proved .detrimental to ·indigenous

popuJations that came in contact with colonizing forces from the West. OfparticuJar r~Jevance here

is the overlap between Canadian art-history, polifics, and anthropology, as weB as the dissenfination

of general scientific knowledge about Native peoples. Th~ latter process is intimateJy tied to the

National Museum of Man's· role in coUecting <indigenous North American arts; reaffrrming their

exclusion from the National Gallery of Canada's purview.

Anthropology inLondon during the early-nineteenthcentury focused on cataloguing the various human

populations of the world according to physical and moral traits. This burgeoning science entertained

theories of polygenesis and monogenesis to describe the reason for v~riations between races. However,

both operated under the premise that Western Europeans were at the top of a mammalian hierarchy

which often placed Indians, Mongolians, and Africans in doser proximity to orangutans. The

supposed largercrania of Westerners was commonly used as a physical determinant to prove

indigenous peoples' sub-human character, and among the more prominent early-nineteenth-century

British phrenologicalauthorities was William Lawrence. According to Lawrence, "The retreating

forehead and the depressed vertex ofthe dark varieties ofman make me strongly d01.lbt whether they

are susceptible of ...high destinies; -whether they are capable of fathoming the depths ofscience; of

understanding and appreciating the doctrines and mysteries of our religion.,,51 Similar Western

intellectual antecedents ofthis anthropological reasoning, combined with a Roman Catholicabhorrence

fot pagan beliefs, also generated French perceptions ofthe world's so-called savage races. The most

grievous endorsementof such new science w~ legalized bon.dage, as New France's population

induded slaves imported from Africa while members of the Pawnee First Nation were owned by

seigneurs and the c1ergy.52 United Empire LoyaHsts fieeing the American revolution in 1783 also

brought slaves to British North America, al1d the practice oftreating colomzed peoples as property

remainedlegalthroughoutthe BritishEmpirellntil1834. Thus, theories ofracial superiority functioned

to retroactively absolve Western Europe of its ongoing crimes against humanity around the globe.

Such theories legitimated the immense econonllc benefit ofunpaid labourers working on lands stolen

5'William Lawrence, Lectures on Physiology, Zoology, and the Natutal History ofMan (London: J. Callow
1822) 433.
52see Harold Adams, ATortured People: ThePolitics ofColonization (Penticton: Theytus Books, 1995)
47-60.
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and borrowed by colonists.

Antlu"opological studies in Canada, aside from the accounts of European missionaries as weIl as

explorers, date to the 1850s, and its early practitioners camefrom a number ofassociated disciplines.53

The Canadian Institute of Toronto was among the fust forums for amateur anthropologists such as

DanielWilson, a professor ofhistory and English at University College ofthe UrnversityofToronto

from 1859 to 1892. Wilson, who was bom in Scotland andeducated at Edinburgh University,

consider.ed the indigenous populations ofNorthAmerica. as the "living present" ofEurope's ancient

past.54 His model effectively characterized sedentary and nomadic tribes, ranging from the Mohawk

to thePlains Cree, as representing astageofhuma.ninfancy. Suchtreatment therefore corresponds with

J.W.L. Forster's previously mentioned consideration ofIndian art as childish in "Art and Artists in

Ontario." The parallels between arts-and-science scholarship in late-nineteenth-century Canada can

he further traced to the Royal Society of Canada (RSC), founded in 1882 under the auspices of the

Govemor General, the Marquis of Lome. It represented the nation's mûst prestigious learned body,

which also oversaw the Royal Canadian Academy of Arts' activities. Daniel Wilson, who served as

the RCA's president in 1885, firmly believed that the "Red Man," as an inferior race, was destined

to be absorbed by Euro-Canadian society.55 Thus, the mother country's institutional expansion into

North American propagated an all-pervasive nec-colonial academic environment.

Among the most renowned nineteenth-century scholars to determine the direction ofanthropology in

Western Europe alld North America was Charles Darwin. The Scottish-bom naturalist, educated at

Edinburgh and Cambridge Universities, issued two texts that are ofparticular interest here. His 1858

publication, The Origïns ofSpecies by Means ofNatural Selection, was based on evidence gathered

from an incredible range ofplants and animaIs located within the British Empire. This information was

used by D;trwin to propose universallaws ofexistence affecting aU beings equaUy; centering on "the

survival of the fittest" species.56 This concept made it necessary for livingentities to conquer their

53see Douglas Cole, "The Origins ofCanadian Anthropology, 1850-1910," Journal ofCanadian Studies
winter 1973: 33-45.
54Daniel Wilson, Prehistoric Man: Researches intotheOrigin ofCivilization in the Old andihe New
World (Cambridge: McMiUan,1862) vol. 1: 9
55Thid, 5.
5~harles Darwin, The Origins ofSpecies by Mearis ofNatural Selection ,1858, 6th 00. (London: John
Murray, 1901) 97-163.
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enviromnents as a means offlourisbing, and pifted aH species in an unending struggle against·nature

as weU as themselves. Under such circumstances, Westem Europe's territorial expansion into North

Americawas a natural advancement, while theresultingextinction or subjugation ofthe continent's

indigenous peoples couldbe sanctionedas an unavoidable consequence oftheir biologicallysubordinate

state. "And as foreignershave thus in everycountry beaten sorne of the natives, we may safely

condude that the natives might havebeen modified with advantage, so as to. have better resisted the

intruders."57 In 1992, GeorgeE. Siouiasserted a biological reversaI ofsuch nineteenth-centuryBritish

evolutionary theory :froman Aboriginal perspective. His book entitled For AnAmerindianAutohistory,

cites theapocalyptic history ofWestern EurOPean diseases broughtto the New Worldduring colonial

times as clear·evidence ofan Old World "degeneration.,,58

The Geographic Survey ofCanada (GSC), founded in 1842 through a grant :from Queen Victoria, was

anotherimportant forum fot the development ofCanadiananthropology. Itsprimary mandate was the

amassing of geological, archaeological, and biological data regarding the Province of Canada to

support a growing mineraI industry. In the late-nineteenth century, this scientifiç. institution's

collecting activities expanded to include botanical, zoological, and ethnographie materials fuat would

eventuaHy form the basis of the National Museum of Man's (NMM) holdings. George Mercer

Dawson, who studied at McGiH University and the Royal School ofMines in London, joined the GSC

in 1875. and wenton tobecome its.qirectorfrorn 1895 to 1901. Included inhisearly work for the

Survey was the collection of ethnographie material :from tribes and bands across Canada. In 1891,

Dawsonpublished an article in theCanadian Naturalist Magazine entitled "Sketches.ofthe Past and

Present Conditions ofthe Indians ofCanada." The Nova Seotia-bom geologist characterized Indians

as "the venest savages" who in theircurrentstate "can not very much longersurvive,"59 Such a fatal

outlook by a leading authority in the Dominion's scientific community, and a charter member of the

RSC,also recaUs his RCA colleague, J. W.L. Forster's a-Ii-historical assessment ofNative peoples

as a decaying race in 1898.

57Ibid, lQO.
58George E. Sioui, For An AmerindianAutohistory, (Montreal: McGiH-Queen's University Press, 1992)
5.
59George Mercer Dawson, "Sketches ofthe Pastand Present Conditions of the Indians ofCanada,"
Naturaiist Magazine, IX, 1891: 131-132.
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Dawson's father, Sir John William, is worthy ofmentionhere as he was a founding member of the

Royal Society ofCanada and principal ofMcGiU University from 1855 to 1893. The eIder Dawson

earnOO an international reputation for hismOOerirscientific andpedagogical approaches, as weIl as

beinga leading anti-DarwiriistChristian scholar. The Britishnaturalist's theory that manevolved from

apes, ontlinOO in the 1876pnblication The Descent of Man and Selection in Relation to Sex, wa.s

vehementlyrejectOO by Western religions authorities and academics becanse it deniOO God's role as

the creator ofhumanityaccording to The Holy Bible's Old Testament.60 While Darwin's science

threatened scriptural.authority,his ciaim thatcivilized nations possessed an "advanced standard of

morality" did not deviate much from Christianity's assumption ofspiritualsupremacy over Aboriginal

world views.61 Accordingly, civilized man's moral sense also 100 to the extension of his peerless

"social instincts and sympathies" to the lowest barbarians.62 Such colonial science easily coalesced

with social programs imposOO uponthe First Nations by the Goyernment of Canada. In 1892, the

superintendent general of the. DIA defended increasOO spending.fortesidential schools because they

brought about "not only the emancipation ofthe snbjects thereoffrom the conditions ofignorance and

superstitious blindness...but converting them into useful members ofsociety."63 Thenation' s relentless

unilateral directives tp civilize Aboriginal p~ples were thus set in.a popular humanitarian rhetoric that

also echoed the 1863 release ofAfro-AmeTÏcans from slavery in theUnited States via the Emancipation

Proclamation. However, the sympathetic intent ofEuro-Canadian legislation was conditioned by an

underlying modem Western religious tenet that social action could counter the mental and moral

deficiencies ofsavage races. An excellentexample ofhow neo-colonial science and Christian politics

in Canada.were merged tosatisf)r the gui1t ofracist oppression is revealed by ûwenScotl's report in

1900 on the "Pagan IndianS ofCanada" for The Canadian Magazine. "But civilization is winning its

way. The best strains ofIndian bloOO are sending in their young to be educated in ever-growing

numbers. The mûst debased ofthe old pagans ofinferior blood are dying out faster than men of good

race who wish to improve themselves."64

6Osee TheHolyBible, Revised Standard Version (Toronto: Thomas Nelson and Sons, 1952) chap.l,
ver.26-31.
61Charles Darwin, The Descent of Man and Selection in Relation to Sex, 1874,2nd ed. (New York: J.A.
HiU and.Company, 1904) vol. I:J34.
62Ibid, 119.
63Superintendent·Oeneral, Department ofIndianAffairs,"Canada SessionalPapers," no.14, 1892.
640wen Scott, "The Pagan Indians ofCanada," The Canadian Magazine, summer 1900: 204-205.
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The long presumeddeath ofAboriginal difference broughtwithitaconcertedmove by anthrop<>logists

and ethnographie coUectors to amass holdings ofheraldic,shamanistie, and utilitarian arts fromthe

mid-nineteenth century onward, In 1910, the GeologiealSurvey of Canada established. an

Anthropology Division, whichfeaturedNative art displays and a,publie collection housedin Ottawa's

Victoria Memorial Museum. EdwardSapir, a German-bornanthropologist and linguist, serve<! as the

fust h~dofthe newly formed division until1925. Sapirstudiedat Columbia University in NewYork

under Franz Boas, an internationaUyrenŒ~ned authority on the artandmythology oftrihâl peoples

alongthe1'lT0rthwestCoast. Thesetwo scholars helped usherin a newprofessionaJandinstitutionalera

ofanthropological studies, which.empha,sised theurgency ofcoUecting Aboriginal materialspecimens

beforethei:( impendingdisappearanceinCanada as weIlastheUnited States.65 ·In his 1927puhlication,

Primitive Art, Boas s()ught· toappreciàte the· artistic value of technical perfection in: "the forms of

manufactured objects ofaU primitive people thatarenot contaminated bythe .pernicious effects ofour

civilization and itsmachine-made ware.,,66 His criteria for authenticity supplantscenturies of

innovations by indigenous North American artists who readily absorbed Western products and tools

in order to support an idyllicpre-capitalist cultural condition. The impossible aesthetic intercession

between Boas' celebration orthe frozen-past and Newton MacTavish'~consideratiollof Aboriginal

arts as anti-modern is exactlY the place installation-based productions cameJo occupy,

In 1926,I)iamondJenness, a New Zealand-bom scholarwhostudied at Oxford University, succeeded

Edward Sapiras chief anthropologist for the Geological .• Survey of Canada. The foI1owing year the

National Museum ofCanada was formed via an Actinlladiament, and Jenness was responsible for

its research, display, and collectingactivities inthe fieldsofanthropology, ethnology, andarchaeology.

Hismostlasting contribution to public scholarship in Canada is undou1:?tedly TheIlldians ofCanada.

Il was Tlfst. published in 1932âs Bulletin number· 65 in the National Museum of Man's

Anthropological Series, and subsequel1t1y issued inseven editions and two reprints between 1934 and

1977. Theimmensely popular tex! offers "a general sketch ofthe social, poIitical, and religious lire of

the Indians considered en masse"from themid-seyenteenth tothe early..twentiethcentury. 67 Hence,

Jenness' narrative bear out a methodologicalt~emblance to the art-historical surveys byMcTavish,

65Cole,43.
66Franz Boas, Primitive Art, 1927,2nd 00., (New York: Dover Publications, 1955) 19.
67Diamond Jenness,The IndiansofCanada, Ti' ed. (Toronto: University ofToronto Press, 1977) 16.
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McInness, and Hubbard, in that he deploys a singular national directive to guide the totalizing analysis

of human activities.

JeJlI1ess, who also served as president for the Society of American Anthropology in 1937, opens his

chronological surveyby reiterating the mortal prediction that countless anthropologists and art

historians in Canada have decreed since confederation."It is not possible DOW to determine what will

be the fmai influence ofthe aborigines on the generations ofCanadian people still to come. Doubtless

aH thetribes will disappear.'>68 Such an unyielding academic l'remise ignored the factthat the total

Nativepopulation in the provinces and territories had begun to risefrom 1901 onward, andby the time

The Indians ofCanada's 1977 revised edition was issued, status Indians numbered over 295,000.69

The accompanying reinvigoration oftribal art traditions that foIlowed the Second World War, as weIl

as thedevelopment of new visual arts .among.Native peoples are also completeJy unaccounted for.

Therefore, the task for modern scientific scholars and institutions, incluging the NMM, was to paralyse

and trivialize Native peoples' contemporary existence along the historie margins of a homogeneous

Euro-Canadian identity."Culturally they have aIready contributed everythingthatwas valuable for our

own civilization beyond what knowledge we may still glean from their histories concerning man's

ceaseless struggle to controlhis envirornnent.'>70

In Part 1 of his survey, the intemationally acclaimed anthropologist offers a brief art-historical

discussion lamenting the loss of"Indian characteristics" due to the impact ofcivilization.71 Jerrness'

narrativeblindness to the aesthetic 10sses caused by the Indian Act'scultural bans, whichwere most

rigorously enforced during his text's first printing, effective1y hides the contemporary facts of

assimilative violence behind a false yearning for authenticity. He then goes on to assess the First

Nations in Eastern Canada as having "practically abandoned .the ancient styles," while on the Great

Plains there was "no sculpture worthy ofmention, and the reaIistic painting on robes and tents were

pictorial records rather than expressions ofartistic impulse.,,72 This anthropological downgrading of

68Ibid, 264
69Ministry of Supply and Services, Canada Year Book 1977-78 (Ottawa: Ministry of Supply and Services
1978) 980, 138.
7oJenness,264.
7%id,20S.
72Ibid.
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art is strikingly similar to Newton MacTavish's pronouncement that the "red man" created lesser

specimens of"artistic conscience.'>73

Neo-colonial Collusion

"Every effort is made to bring the colonized person to admit the inferiority ofhis culture...to récognize

the unreality of his 'nation' and in the last extreme the confused and imperfectcharacter ofbis own

biological structure.,,74 Franz Fanon's statement accurately identifies the sites where colonialist

programs reveal their violence. These have beefi charted here via art bistory, politics, and science in

Canada. The fixing ofthe Native subject in art and the impossibility ofthe Indian as producer ofart,

were pr~eterminedEuro-Canadian projections ofan inferiorrllce set within anaesthetic fran'lework.

By 1939,Graham Mclnness' concerted push of"Indian work" to "outside themainstream ofCanadian

art" had become a standard ofart bistory, and presaged R.H. Hubbard's 1963 textual foreclosure on

aU artists of Aboriginal ancestry.75 Hubbard's position as the National GaUery ofCanada's curator

artests to the institutional dissemillation ofthese racial perceptions for public consumption, and their

ongoing presence in academic and professional circles throughout the twentieth century. The cornmon

link between the authors of the arts-and-science texts discussed in this chapter to the Royal Society

ofCanada's various,divisions conftrrns a rnaster narrative bomofthe British mother country; .infused

with nationalist implications exported to North America.

The passing of the Indian Act in 1876 by.the Dominion of Canada's government pr()duced the

necessary conditions for the transformation of the First Nations into a politicalunreality.Colonial

measures policed by the Department ofIndian Affairs for over a hundred years denied generations of

Native peoples access to constitutional rights and freedoms. Prohibition of the Potlatch, Sun Dance,

non-Christianactivities, and ultimately self-government, articulated the legal limits of cultural

experience in Canada, while contributing to the destruction of the social, spiritual, and political

contexts for Native art practices. Paradoxica1Jy, Canada's own bid to be recognized as a sovereign

entity among Western nationsfollowing its participation in the First and SecondWorld Wars,exposed

the nation's oppression ofAboriginal peoples to iriternational scrutiny. In the 1950s, the Government

7'lMacTavish, 2.
74Fanon,236
7sMcInness,1O.
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of Canada's role as a conflict mediator for the United Natiùns during the disengagement of colonial

powers in the Middle East,. Asia,. and Africa, brought about an overhaul to Indianpolicies. The.se

circumstances, combined with the vigilance of leadersfrom Louis Riel· and Pound·Maker to Vine

Deloria Jf. andHarold Cardinal, eventuallyqbliged Canadian and American authorities toacknowlçdge

the legacyoftheir ethical dilemma. "The lndian people ofCanada areconvinced, after manybitter

experien,ces with the federal government, that the situation of the 1960s is ordydifferent in surface

detail frùm the situation that existed in the nineteenthcentury.,,76

Perhaps .the most. obvious academic discipline. to emerge. as a. panacea •for the. human acrimony

generated bythe attempts ofWestern nations tùconquer indigenous populations around the globe was

anthropology. Withthe subsequent emergence ofdaughter.countries such as Canada fromthe British

Empire, colonial science'sbiological gradin,g ofcivilizations doubled in North America as validation

for an aggressive assimilation ofthe less advanced Aboriginal nations. By theearly-twentietn century,

wnen many Native communities nad both absorbed new Westernvalues asweilas relinqujshed varions

indigenous customs in tne.face ofpersecution, ·anthropologists,including DiamondJenness, identified

themin 1932 as lacking purity, in min, and soon tùdisappear71 This dire scientific forecastfostered

anenthusiastic effort by public institutions such as the National MuseumofMan to gather, preserve,

an<i authenticateonly those heraldic, utilitarian,and ceremonial arts that hadresisted.civilization.

Museum officiaIs also became involvedincommjssioning theteprodnction ofthese artefacts,.as weIl

asgleaned works confiscated by the Royal Canadian Mounted Police during raids on social and

ceremonial gatherings. The levelling ofcultural attributes to snch an impossible and contradictory

spaée meant that the original inhabitants ofCanada were suspended inannnreai past an<i disqualified

fromthe natiol1's future.

76(:ardinal, 95.
77see Jenness, 306, 350,·368.
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Cbapter fi: Twentieth-Century Indian Empowennent

ln the preceding chapter, 1 eX(l,rrrined the nea-colonial condition as it existed for Nativepeaples of

Canada. An analysis ofthe resultant socio~po1itical tensionsconstitute the openingsection of this

chapter. This provides the. contextualrequisite for the lengthy discussion of Indian activism during

the twentieth century. The foUowing section is· dedicated to an overview.of the 1967 Canadian

Urliversal and International Exhibition (Expo 67) in Montreal. In this, wewill seehowthenation's

identity was updated within a global celebration ofhumanbet1erment throughteehnology.National,

provincial, and regional pavilions projected an optimistic future that iscontrasted with the present-day

demands for historical retribution inside the Indians of Canada pavilion. Snch an. empowering

atmosphere inspired Native artistsparticipatinginthe fairtowithstand paternalisticinterference from.

Euro-Canadian bureaucrats, who attempted to veil the ongoingreaHtiesof oppression in Canada.

Claims for Aboriginal· rights and freedoms also (l,crueved a literary front duringthe laie 1960s, as

critiquesofEuro-Canadian and Euro-American valües by HaroldCardin(iland Vine Deloria Jr. will

reveal. Thisoppositional context for North American cultural determinism is thenaligned with Frantz

Fanon's prognosis for post-colonialresistance in North Africa,(is the final ethicallead into the analysis

ofa particular sodo-political aesthetic developed by artists of Aboriginal ancestry in Canada.

Acts and Statements of Self-Determination

Contrary to the radst directives of art history, politics, and science exarrrined in Chapter l, the First

.Nations did not perish or vanish into the body politic ofEuro-Canadian society. Native leaders on the

Northwest Coast were among the earliest to organize modem inter-tribal associations, wruch petitioned

varions Western govemment bodies for the return of stolen lands and rights. Territorial disputes in

Eastern and Central Canada harkened back to the mid-eighteenth century, and a particularly tense

situation developed among the Mohawks near Montreal during the post Second World War era. The

Indian Act's ontlawing of cultural events, including the Potlatch and Sun Dance, also met with

constant defiance in the twentieth century. Such Aboriginal resistance, combined with the impressive

contribution ofNative soldiers from Canada in the First and Second World Wars, initiated the federal

govemment' s attempts to redress the Indian problem it hadcreated. Meanwhile, provincial and national

Native political organizations had began to take shape, and they placed steadfast pressure on the

Govemment ofCanada to break with an unjust past.
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Four years after Confederation,. the official population ofthe provinces·and territories that were part

ofor soonjoined the Dominion ofCanada, excludmgNewfoundland,was 3,485, 761; and 102, 358

of these people were recorded as. Indians.78 This figUre represents only status and treatylndians

according to the narrow definitions of the 1876 Inillan Act,. whiletheMétis were entitely discounted

as a distinct groUp.79 Such counts also excluded Indian women who automatically relinquishedstatus

upon marrying anon-Indian or non~status Indian, andthis officialloss was passed on to theit progeny.

However,the reverse was nottrue for Indianmenand their children.8°In1992, thelegacy ofsuch

enforced identity-Ioss gained acritical national voÎce via Teresa MarshaH's installationat Land,

Spirit, Power. Perhapsthis was a .signal that the nation's new public gallery was willing to breakwith

i15 totalizing pasto

Despitethe federal government's variouspatemalisticprograms to alienate, assimilate, enfranchise,

and ultimately împoverish Indians, they çontinued toexist as a heterogeneous culturalentitythtough

the early-twentieth century. Attheend orthe 1930s, official Indian population figures hovered around

100,000, and by the 1940s theirnumbers hadbegun to steadilyincrease. In 1959 status Indians were

"the fastest growingethnic group in the country" with an official count of 174, 242.81 As the

population sweUed many reserves bega.n to experience overcrowdmg, and Indian residential schools

were iU equipped for the dramatic rise in students.•The Government of Canada's efforts to decrease

the DepartmentofIndian Affairs'sexpenditures (whichit effectedin part through the unilateral sale

ofreserve properties and access to ·natural resources) ",ere thwarted by the demands offloutishing

tribes and bands who refusedto relinquish treaty rigilts or break up communally held lands.82

However, a far more threatenmg phenomenon for federal politicians andbureaucrats during the flfst

half of the twentieth century was the surge in Native political activity. Band councilsand emergent

78M.inistry of Supply and Services, Canada Year Book ·1930-31 (Ottawa: Ministry of Supply and Services,
1931) 980.
79Status Indians andtreaty Indillns are legaUy subject to the Indian Act,however the latter group receives
special benefitsfrom the ferlerai government aceorçling to specifie binding agreements. In Quebec, the
Yukon and Northwest Territori~;mostofBritishColombia, parts ()fOntario, as weIl llS areas in the
Prairie and Atlantic provinces entire nationsoflegallyregisterêd Indiansdid Ilot sign or were refused
treaties foHowing the expropriation oftheirterritorial possessionsby municipal, provincial, and federal
governments.
SOStatutes ofCanada, Indian Act, 1876:chap. 7, see. 4.
81Ministry of Supply and Services, Canada Year Book 1960-61 (Ottawa: Ministry ofSupply and Serviçes
1961) 201.
82MiIler,211-215.
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inter-tribal collectives had beguntolegally inundatevarious levels ofgovermnentwithpersistentdaims

for the return of stoloo lands and greater sovereignty.83

Among the mostproblematic legacies of Canada's treaty-ma.king process wa.s that large sections of

British Columbia, northern Quebec, the Yukon and Northwest Territories, Labrador, and

Newfoundland remained unceded through much ofthe twentieth century. As mentioned previousIy, the

situation wasparticularly difficult in British Columbia due to Joseph Trutch's dooial of Aboriginal

tide, and his attempts in the 1850s and 1860s toreduce the lands previously granted by the British

Crown to tribes in Victoria, Nanaimo, and Fort Rupert. This was a blatandy undemocratic

circ.umstance considermg thatpeople ofAborigillal ancestry outnumbered thoseofEllropean descent

in Canada's westermnost province untH the 18908.84 Following itsentry into Confederation in 1871,

a Joint Commission for the Settlement ofIndian Reserves in the Province ofBritish Columbia sat from

1876 to 1910. Native participants eventuaUy withdrew from the process after the commission

repeatedIy refusedto acknowledge the conceptofAboriginal rights. However, Native leaders in British

Columbia remained defiant and devised new strategies to combat such modem Western machinations.

In 1906, ChiefJoeCapilano led adelegation to London, England, demanding that King Edward VII

stop the encroachment onto Squamish land in North Vancouver by Euro-Canadians. Two years Iater,

the Nisga'a ofNorthwestern British Columbia petitioned the Judicial Committee ofthe Privy Council

in London to address the provincial govemment's refusaI to discuss Aborigi1}al rights or to lay out

more reserves. Both cases were ignored by the British Crown and govermnellt officiaIs, who were

unwiHing to admit to the consequences of their former empire's colonial obligations. By 1915, a

number oftribes had united under the leadership ofthe Squamish Chief, Andrew PaulI, and the Haida

Reverend Peter Kelley, to forin the Allied Tribes of British Columbia. This inter-tribal political

collective unsuccessfully lobbied the federal and provincial govermnents for over a decade to gain Iegai

tide to unceded lands, and hunting and fishing rights. Followinga 1927 amendment to the Indian Act,

which prohibited the raising ofmoney by Indianorganizations for Iegalmatters related to land daims,

83Band roundl refers to elected officiaIs charged with goveming a re$ervation inaccordance withthe
Indian Act of 1876.
84Ministry ofSuppIyand Services, Canada Year Book 1930-31 (Ottawa: Ministry ofSuppIy and Services
1931)980.
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the Aliied Tribes ofBritish Columbia was formal1y dissolved.85

By 1931, Chief Andrew PaulI had established a new organization called the Native Brotherhood of

British Columbia, and it~ membership eventually encQll1passedFirst Nations from the northern,

souiliem, and interiorparts ofthe province. ln 1936, thePacifie CoastNativeFisherman'sAssoeiation,

a union-like group ofKwal<.waka'wakw fishirlg-industry workers, joined the Brotherhooo. However,

the legs.l avenues of such collectives were extremely liniited until 1938, when British Columbia in

fulfilment ofclause 13 regardingthe province'sact ofunion with Canada, transferred its authority over

lndian .peoples and lands. to the federaI government.Sil Thisa.dministrative. shift gave .1ndian

organizations access to the Supreme Court of Canada through appealsto unsatisfactory verdicts

handeddownby theprovince's courts. Major cMnges to the IndianAct in 1951 (discussed later) also

provided el11erging Native political bodies with more latitude; induding the power to spend band­

eouncil financesonlitigation.

Among the mostcomprehensive landclaims to be made in British Columbia was that of the Nisga'a

Tribal Council which, under the leadership of Frank Calder, repeatedly asserted their territorial bid

between 1955 and 1974. Calder maintained that the Nisga'a had never ceded any territory to theJWtish

Crown, British Columbia, or Canada. He alsoreiterated what a Nisga'a spokesman had told the Joint

Commission for the Settlement oflndian Reserves in 1888."What we don't Iike about the government

is their saying this: 'We will give you this :qlUch land.' How can they give it when it is our own?...They

have never bought it from us or OUfforefathers. They havenever fought or conquered our people and

taken the land in that way.,,87 101 years later, Mike MacDonald's video-installation for Beyond

History assertedthese same peoples'enduring land daim, which hada particularly regionalresonance

considering the 1989 show'slocation at the Vancouver Art Gallery.

One of the longest-standing AboriginallandClainis in North America stems from a seigneury thirty

kilometres west ofMontreal, which Louis XV ofFrance granted to the Seminary of Saint Sulpice in

85Revisiôl1s to the Statl1tes ôfCanada,Jndian Act, 1927: chap. 41, sec.4.
86MilIer, 219.
lr7Calder quoted in Wilson DufI, The Indian HistoryofBritish Columbia: The Impact ofthe White Man
(Victoria: Royal British Columbia Museum, 1997}67. .
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1717 for the settl~mentandreligiousinstruction ofMohawk and Algonquin peoples.88 Following the

conquest of New Fraric~by tlle British in 1759, a dispute ensued regardingproprietorshipof the

~eigneury. Indianresidents.claimed thearea thateame to be known as Kanesatake in 1781,. aeeording

to the Two-DogWampumbelt· Dog images oneaehend ofthe beltsymbolize the Native peoples as

protectors of the1and, whlch isdepicted bytwenty-seven beads between thedogs.89 British officiaIs

rejected this mnemorncart's legaIrelevance, justasEnglish-Omadian art historianswouldrefute the

general aesthetie value ofaU Aboriginal eulturalproduetions a eentury later. Bythe mid 1800s, after

variousgovernment reloeation attempts~ Indian residents .of Kanesatake were being imprisoned for

seUingwoodand staking out lots. In1868, Iroquois Chief Joseph Onasakenarat petitioned colonial

authoritiestogairi.cleartitle to the growing village and surrounding lands. This action landed himin

jai1.

The Sulpicians' exclusive claim to .title over agreater. territory that encompassedKanesatake was

brought before the Queen's Privy Council of Canada in ]9]2. Thecouncil supportedthe religious

order.ln 1936, the Seminllry sold mostofits land holdings to a Belgian real estate company which

opened a sawmiU. After World War n, the new.owners sold subdivided plots to residential and

eonnn~rcialbuyers.These events infuriated the now predominately Mohawk poptllation, whiCh the PIA

placatedby purchasing the remaining Seminary lands in 1945, providing Indian residents with reserve­

like services. The Kanesatake bandcouncil petitioned the federalgovernmentin 1961 to haye their

subdividedterritory offieiaUydeclared a reserve, but were ignored.In 1975 and 1986, the cOUDcil made

comprehensive and specifie land daims to the federal Office ofNative Claims. Both wereiejected by

federalauthOrities.9<! During the faU of· 1990,. Mohawk artist Joseph Tehawehr<:m David was

inearcerated for bis part in. an armed stand-off that enslled from tbis longstanding territorial dispute

with theGovemment ofCanada. Two years later,wbile awaiting chargesfrom Crown prosecutors,·bis

untiiledinstaUatiûn for Indigena allowed. viewers to re-visit the now famous Oka Crisis atthe nation's

new official museum:

Thefocus of Native leaders on legally repossessing andestll.blishing reserves in the twentieth century

118McMillan, 84.
89Dickason, 27.
9OMcMiHan, 95.
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was prim,uilydue to tbe incrediblegrowth rate oftheir respectivepeoples. In 19(i7, the status Indian

populationofCanada was over 230,000, and by 1981 it reached 413,000.91 This populationexplosion

resulted in overcrowding on reserves, and placed the government's long history of unilaterally

exproptiating reservedterritories in a more ql1estionableligllt While landissueswere ofparamount

concern totheFirst Nations in.post-Confederationtiroes,. the Indian Act's cultural censorshipalso met

withvigilant resistavce (as ~tionedin the previouschapter).. Forexample, in 1896, a group of

Na'aselders publieally enuneiatedtheir repugnance regardingthe 1884Potlateh Iaw."Ifwe wish to

perrorm an aet moral in its natUre, with no inJuryor damage, and payfor it,no lawin equity can divest

us ofsuch tigllt. We see theSalvation Army parade thtougll the.streets oryour town with music and

druro, enchanting thetown...)\'eare puzzle<! to1mow whetherinthe estimation ofeivilization weare

human or fish on thetributaries ofthe Na'as River, that the felicities ofour ancestors should be denied

to us.',n The socio-politieal strength ofindigenouspeoples alôngtheNorthwest Coast alsogenerated

a resurgencein tribal carving al1dgraphic traditions from the 1950s onward, which contrasts with the

deveIopment Of hybrid arts from Aboriginal and Westem sources examine<! later in Chapters III and

IV.

Indian appeals for basic human dignities were summarily disregardedby the DIA, whose agents, along

withCbristian e<!ucators".became increasingly frustrated during the early-twentieth century with the

enduranceofindigenous North-Aniericanspiritual beliefs and social prac~ices. Duringthe 1930s,.when

the Royal Canadian Mounte<! Police wete regularly raiding Sun Danees in Manitoba, Saskatchewan,

and Alberta, Indian participants remained defiant. "Resolved thatas Canada hasfreedom ofreligious

worshipwelndians would eamestly petition you to grant our requestto worship inourown Way and

accordingto ourpast customs the Most Higll·God...we Shollld·notbe prohibited fromholding our

ancien! Sun Dance, which should be· caUe<! the Thirsty Dance· and the Hungry Dance;· a religious

ceremony whichhas been dear tOllS fOr centuries andstiUis .dear tous."9l1nthe early 1970s, Satain

Stump re-assertedthe value ofobjects, ceremonies, and beliefs assoeiated with tribal worship onthe

Great Plains.thtougll.his art and teachings at the Saskatchewan ItldianFe<!erated CoIIege.

91Ministry ofSupply and Services, .Canada Year Book 1980-81 (Ottawa: Ministry ofSupply and Services
1981) 123.
92mmamed Na'aselqers quotedin Dickason, 2~7.
9lunamed ThirstyDancersquoted in Jean CuthandGoodwiH, John Tootoosis: Biography ofaCreeLeader
(Winnipeg: Golden DogPtçss, 1982) 156.
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CaUs bylndian leaders for thefull privileges ofCanadian citizenshipwere reinforced bythe military

sacrifices ofNative men andwomenon behalfofthe British Commonwealth during the First Wortd

War. From 1914 to 1918, over 4,000 status Indians, who were not legaUy bound to enlist, served in

the.Canadian Expeditionary Force's Europeàncampaigns. This figure represented 35% ofthose

individuals eligible for service, and was comfuensurate with the rate ofEuro--Ca.nadian enlistment.94

Inman servicemanwerepermitted to voteduringthe war, howeverthis right wastaken away upon their

retum to civilian lire. The hypocrisy ofsnch a temporary franchise léd Lieutenant Frederick Ogilvie

Loft, a. Mohawk from the Six Nations reserve,to take a stand against théfederal government."As

peaceable law-abiding citizens in the past, and even the late war, we haveperfonned dutiful service

to our King, Country and Empire, and we have the right to daim anddemand morejustice andfairplay

as a recompense.,,95 During the autunm of1919, Loft successfully c()nvened the League ofIndialls of

Canada'sfirstconference inSault Ste Marie. By the 1920s, this organization had attracted Native

leaders from acrossthe country, manyofwhomwere Christian convertseducated at residential schools

in the Prâirie·ptovinces.

The economic depression that swept over North American and Europeduring the 1930s exasperated

poverty-strickenFirstNations,as federal fundingto reserves was dramaticallyreduced. In 1936, the

Department ofIndian Affairs was made a branchofthe DepartmentorMines and Resources, resulting

Ina moreapathetic approach to the Native.peoples' social and political dilemmas. Such a.n

administrative change alsofacilitatedflagrant incursions onto reserved lands by mining, lumber, and

hydro-electric companies. Thistrendsteadily increaseddueto the Second World War. However, status

Indians c()ntinued toexbibit their patriotism, as over 6,QQOjoined CàIlada's armed forcesfrom 1939

to 1945 ID support oftheAlliednations' effort. Furthermore,Nativeeruistmentwas proportionately

higher than. tbat ofEuro-Canadians. The war years also gaverise to the founding oftwo newNative

politicalorganizations: the IndianAssociation ofAlberta and theFederationofSaskatchewan India.ns.

Meanwhile, AndrevvPauUmadeanother bid to form theCanada-wideinter-tribalbody.known as the

North American Indian BrotherhoOd.Requests for basic cultural frœdoms by theseand othersimilar

organizations carriedgreaterweightamongEuro-Canadiansfollowing theimpressive war contribution

ofNative soldiers. Nazi Germany's attempt to extenninateEurope's Jewish popullltiol1.also served as

94Dick:as()n, 242.
95Lofiquotedin Miller, 319.
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a stem historical reminder regarding the atrocities committed against Aboriginals in the name of

Western nationhood in North America. Canada could no longer enfor.ce institutionalized ra.cism at

home while making pleas for intemationalhumanitllrianism via its roleinthenewly formed United

Nations. The establishment of a Joint Senate and Bouse of Commons Committee on the Indian Act

,which met from 1946 to 1948, was thus an attempt to address the most blatant fonns of Canadian

legislative oppression and the urgent caUs by Indian leaders for justice. In 1950, the India,n Affairs

Branch was transferred to the Department of Citizenship and Immigration, where it remained until

1966.

The most defuritive step taken by the Govemment ofCanada towards socialjustice for the First

Nations. was an overhaul of the Indian Act in 1951. This foHowed a series of consultations with

political organizations including the North Amêrican Indian Brotherhood. Band councils were granted

greater decision-making powers and morecontrol overtheirfrnances, while the Potlatch and Sun Dance

bans were lifted. In 1960, Indian and Métis leaders from across the country came together to found the

National Indian Council ofCanada, and status and treaty Indians were granted the right to vote in

federal elections without losing their special privileges or benefits. The new national lobby group,

which now represented over 200,000 fuU-fledged Canadian citizens, provedto be instrumental in

developing an Office ofNative Claims that a second Joint Senate and Bouse ofCommons Committee

for the review ofIndian Affairs pOIicy recommended in 1961.% This inter-tribal polltical momentum

soon gave way· to an aesthetic resurgence among artists of Aboriginal ancestry during the 1970s.

These artists gained solidarity through the founding of the Society of Canadian Artists of Native

Ancestry.

The 1967 Canadian Universal and International Exhibition

The ma.ster narratives presented in Chapter 1 are. revisited in an updated setting· through a reviewof

the Govemment of Canada's site at the 1967 Canadian Universal and International Exhibition in

Montreal. Provincial and regional pavilions are shown to reflect anuneven national identity, which

fixated on the country's geo-political maturation from former French and British colonial holdings.

Such temporary spaces also invoked a Canadian bearing on global relationships at the modem era's

climax. At the same moment, the federai govemment had yet to fu1ly r~olve a place for the First
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Nations in Canada. This is maqeevident in ananalysis ofthe IndlansofCanada pavilion.

Expo 67 was to be the high point in Canada's one-hundredth anniversary celebration ofConfederation

as overseen by Prime Minister Lester B. Pearson's Liberal Party. Among the myriad of publically

funded events thatyear were: a Confederation traincompletewith thematic cars which stopped in every

province except Newfoundland, a series of centemiial tattoos featuring over 1,600 officers who

travelled to major cities across the country, and the construction of over 1,000 rural and urban

community buildings financed by federal centennial grants. The year 1967 was officially ushered in

on Parliament Hill with a live address by QueenElizabeth Il from Buckingham Palace transmitted by

the Canadian Broadcasting Corporation. On an eight-by-twelve-foot outdoor television screen, Her

Royal Majesty declared "Canada's example gives hope to free men everywhere that this world ofsuch

vast cultural, and political, and social diversity can also leam to live in harmony and peace."97

Suchdiversity referenced the unpreceqented waveofEastemand Western European immigrantswho

arrived in Canada during the 1940s and 1950s tQescapetheSecondWorldWar's ravages.98 Many of

these people were non-Anglophone and non-Francophone, and their growingcommunities across the

countryin the decades that followedinitiated a re-considerationofCanadianidentitynarratives. Among

the results ofthismodemizingprocess was the new Maple Leafflagadopted by the federal govermnent

in 1965.{ill. 3) The standardmarked a symbolic distancing ofCanadafromBritain, whose UnionJact<

hadbeen flown as the former colony's official flag since Confederation in1867. Two yeats later, 0

Canada became the nation's anthem, and it featured an official bi-lingual version. English~Canadian

mastet-narrative conditions Were seemiI1gly giving way tOR bi-cultural image that increasÙlgly

acconm:1Q(!ated French-Canadians, while thereality ofa .multicultural nation-state lingered ·on the

horizon.

Man and His World \Vas selected as the .• overridingtheme for the Canadian Universaland

International Exhibiti(1) .. at a 1962 meeting in Montreal. Inattendance were: Progressive

Conservative Senator, Mark Drouin, Asso.ciate DefenceMinister,Pierre Sevigny~ and Montreal's

97Queen Elizabeth Il quQtedîn Time,Birthdav ofaNation (Montreal: Time International ofCanada,
1968)n;p.
98see Ministryof Supply and Services, Canada YearBook 1960-61 (Ottawa: Ministry of Supplyand
Services, 196Q).
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Mayor, Jean Drapeau. The terro is an English translation ofTerres des Hommes, and refers to a book

written by AntoinedeSaint-Exupé ry in 1939. This early-twentieth-centuryFrenchauthorand aviator,

who died during a WWII flying mission in 1944,maintained a heroic beliefthat: "To be a man is to

feel that one's own stone contributes to building the edifice ofthe world." 99 In 1967, the production

of humanitarian space on two islands in the Saint Lawrence River invoked a dawningWestern

"cultural dominant"100

Expo 67 opened to the public from April 28 to October 27, and the Govemment ofCanada's pavilion

occupiedthe largest site atthe fair. (illA & 5) If comprised a series ofiow, interconnected buildings

with translucentvinylrooftops, a nine-storey invertedsteel pyramid, a 'people ttee'; and an outdoor

band sheU.(iIL6) Displays inside the vinyl-toppedbuildings emphasized the.uation's.abundance of

fossil fuel reserves which had attracted massive post-war investment by American and British

corporations. The bubbling oH patch and natural gas flames that audiences encountered were thus

tangible representations ofthe nation's growing multinational economy. Among the pavilion's most

spectacular features was a five-screen revolving cinema thatplayed a twenty-two-minute history of

Canada in both English and French. These low buildings also included an art gallery with a survey

exhibition ofCariadian art, highlighting contemporary works by Marcel Barbeau, Jack Bush, Guido

Molinari, and Arthur Mackay. Their massive non-objective paintings spoke of a growing American

cultural influence inCanada, particularly New Yorkmovements includingAbstract Expressionismand

Post-Painterly Abstraction. Meanwhile, the absence ofcontemporary painters ofAboriginal ancestry

in the.same space silently marked an ongoing neo-colonial condition.

The massiveinverte<i pyramid called Kalimavik was the Canadian site'g architectural focal point, and

visitorscould aseend its nine stories to an exteriorwalkway for anexcellentview of the entire

fairgrounds. Katimavik is derived from Inuktitut,a language used by thelnuitpeoples ofNunavut,

and it means 'meeting place' in English. This addition to the site's official bi-lingual presentation was

artificial in the sense that it did not extend beyond.mere titling, as Inuktitut is reduced to an exotic

effect Situated in front orthe pyramid was a sixty-foot-high wood-and-plastic 'People Tree.' While

99Antome de Samt Exupery quoted in Robert Fulford, This Was Expo (Toronto: McClelland and Stewart,
1968) 12.
'Ollpredridameson, Post-moclemism, or, theCulturalLogic ofLate Capitalism (Durh&m: Duke University
Press) 4.
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climbing its interior s~irweU, visitors witnessed fifteen-hundred tinted plexi-glass leaves with

photographie imagesrepresenting a multi-racial mix ofindividuals engaged in leisure as weIl as work

activitit1S. The site's simulated.natural settings, multi-screen projections, and dramatic architectural

settings evoked a "neotechnic environment," hinging on an ambiguous convergence ofbi-cultural and

muiticuituraisigns.loi

Such a sub-text was most evidentin the Goyernment ofCanada pavilion's official guide My Home,

My Native Land, available to.visitors in English and.French. In the introductory notes, H.. Leslie

Brown, the pavilion's commissioner general, states that diffetences in the publications' two çssays

"reflcet the broader diversity that is a trait of the Canadian people."1
02 Robin Bush'sessay •entitled

"The Land and the Giowth," relatedto a theme area withmovie clips, sound tracks,mOdels,

photographs, and graphie illustrations plotting the origins a.nddevelopment of Canada. His survey

begins with a prehistory; when theland "belonged to the lndian andEskimo," with a vague lamentation

that indigel'lOUS Northwest Coast peoples were "ultimately dispersed by. the abolition of the Potlatch

in the micl"'19th Century.',103 Next was an account of how European explorers "discovered" the

continent, followed by the tonflicts of "Indian versus white" and "French versus British."104

Confederation dominates the authof's fourth and fifth episodesin Canadian history, as national unity

is tied to the completion ofthe railway system from coast to coast. The First and Second WorldWars

arethen ptesented as critical events whenthe young nation...state "took her place in the world," while

theresultingflow ofimmigrants changedCanada's commumties "and enriChedtheir .culture."105Bush's

essa.y closes with an analysis ofthe multi-media exhibition's intent, wmch was to place "visitors on

thestage .a.nd forming part oftheiHusion as they spiralledupwards on the pathwaythrough history.,,106

Unfortunately,.the tirst steps· in tbis viffiIal ascent were littered with the frozen remains ofAboriginal

peoplesconsumed by nation-state capitalism in North America.

101James Acland,<'Expo: The Canadian Buildings."Artscanada special insert spring 1967: 4-11.
19I.t. Brown, <1ntn)(luetion" in Robin Bush and Norbert Lacoste, My Home and Native Land (Ottawa:
Queen's Printer)2...
I03Robin Bush, "The Land and the Growth,"inMy Home and Native Land (Ottawa: Queen'sPrînter 1967)
8-9.
lO4lbid, 10, n.
lO5lbid, 12. 13.
I06Ibid.14.
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Norbert Lacoste'sessay, entitled"ThePeopleTre~,"chans Canada' s demographicsandhistory using

the tree as "asymbol ofourdiversity."I071,acoste begins ·With totem.polescreated byCanadian Indians

as an example of hownations expre!)s themselves, and his generalizatic)U of an artistic tradition

exclusive to Northwest Coast peoples is foUowed bya. similar etym.ologicallapse. The author gives

exclusive credit toFrench settlers intheSaintLawrençeValley during 1600sJor the inventionofthe

word Canada, which British colonial officialsperpetuated todescribeUpper and Lower Canada. lIe

thus discounts theterm's Iroquoian origin and reference to"houses in a village," that Jacques Cartier

misinterpreted in the early-sixteenth centuryas a. territonalreference to Hochelaga. lOg Post­

Confederation transportation systems such as canals, rai1ways, and airways devisedby the !wo

Western European cultures in North America mark "a century of life together," while strengthening

the nation'strunk lO9 Canada's "bicultural character" thtm becomes a problematiçfor Lacoste, and if

solved could lead to a moretolerant society. HO FinaHy, he considers recent immigrantsfrom "other

etlmic groups" as àdding"novelty" to the people tree's growth during a periQd of technological

revolutionYI Thus, the national identities forwarded by Bush and Lacoste for Expo 67 were mere

remodelling of an EngIish-Canadian master-narrativeformat that easily absorbed French Canada.

Cultural presences from outsidethis WesternEuropeanrubric are curiosities rather than actual content;

as is mostevidentinthe enduring contextual maIignment and displacement ofthe FirstNations.

Euro-Canadian dualismalso echoed through the Bize and positioning of provincial pavilions .on the

southern Hp of ne Notre-Dame. The fair's fifthlargestsite situatedjust east ofKatimavik belonged

to.Ontario, representing the country's largest .concentration of Anglophones and the geo-political

territory thl;J.t evolved out ofBritish. North i\merica and Upper Canada. Ifs innovativetubular-steel­

framed structurecovered inplasticskins formeda rambling series ofparabolicaHy shapedareas, which

included a display ofbi-lingual robots caHed Mt. Business andMiss Arts and Letters. (ill. 7) Located

beside the Ontario paviHon, in the middle of art artificiallagoon, was Quebec's cubc-likepavilion,

delineatUlg the country,s predommate1y •Francophone population who occupied a land base that had

grown frOID New France, British North America, and Lower Canada. The gleaming building oftinted

lONorbert Lacoste, "The People Tree," in My Home.and Native Land (Ottawa: Queen's Printer 1967) 19.
IO&'F~ Nations Histories," Mar. 15, 2001«www.tolatsga.org».
lû9Lacoste,22-23.
lIÜJbid,24.
JIIIbid, 25.
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glass rose from an open ground storey at water level, and thesecond floor featured flourescent-light

trees, bird sounds, and electromc music. (ill.8) The dominant rotes ofOntario and Quebec within the

Dominion ofCanada as the mostpopulated and. economically strpngprovinces were thus signified by

each pavilion's respective size,complexity, .and close proximity to Katimavik. However, from

historical and contemporary perspectives, the descendants ofBritish and French peoples were not the

exclusive contributors to Canadian nationhood. Therefore, the MO pavilions, not to mention Bush's

and Lacoste's narratives, representthe inseparabl~ state ofcapitallstproduction and cultural value in

anenduring modem Western culturallogic increasingly determined by new technology.

The collectivepavilions created for the Western provinces, the Atlantic provinces, and the Yukon and

Northwest Territories paled in comparison. to the Ontario and Quebec sites. Inside the Western

provinces pavilion's boot-like structure was an artificial rain forest featurmg transplanted pme trees

and an actuallogging truck. OU.. 9) During the fair, ship builders from Nova Scotia constructed a two­

masted schooner on the Atlantic .provinces site, andinside the pavilion, aromas from the seafood

restaurant were complemented by recordings ofscreeching guIls, fog horns, and dankinganchors. The

location ofthese pavilions at a greater distance from the Govemment ofCanada's site, as weIl as their

modest scale, were indicative of the country's regional population disparities. For exarnple, the

combined number ofpeople living in the Western and Atlantic provinces in 1967 represented less than

35% ofCanada's 21,568,000 inhabitants.1I2 Similarly, smceConfederation, the Western provinces'

natural and agriculfural resources served to feed the manufacturing industries and workers ofOntario

and Quebec, while the Atlanticregion's eolQnial fishing and slripbuilding traditions were inerea!)ingly

dependent on federal subsidies issued fromOttawa. As sueh, the West and the East were presented as

singular environments from the present and past at Expo 67, particularly when compared to the

generalizingcharacter ofQuebec's, Ontario's, and Canada'ssites. Not surprisingly, the Ylikon and

Northwest Territories did not warrant an official pavilion, as their official displays were housed in an

innocuous single storey building next to Katimavik. Perhaps, the faet thatInuit and Aboriginal peopl~

outnumberedEuro-Canadians in. these temtories contributed to their marginal treatment or that

eapitalist interests fromthe south had yet tob~ a concerted exploitation ofCanada's far north. ll3

J12see Ministry ofSupply and Services, Canada Year Book 1966-67 (Ottawa: MinistryofSupply and
Services, 19(7).
JJ3Ibid, 456.
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The production ofspaceas a function ofcultural logic in Canada is central to fuis dissertation, and the

focus onselected pavilions at Expo 67 offers an aesthetic preview to the installations created for

exhibitions feature<1in the forthcomingchapters. More specitically, the orchestration ofarchitectonic,

graphie, sculptural, photographie, and e1ectronic e1ements represents a. contextual act thatinvites

dramatic appreciations or embodiments on the viewer's behaJf. Whilethe above analytic emphasis on

selecte<! pavilions bas demonstrated nationalimbalances, their projections ofan optimistic Canadian

future were overwhelming. The discussion now turns to the Montreal fair' sinternationalimplications.

Amongthe1argest national pavilions on the southern halfofÎleNotre-DamewereFrance's three-storey

circular building clad in a mass of metal fins, andbeside it Britain's two-hundred- foot concrete

tower, capped with athree-dimensiQnal Union Jack.(Hl.10 & 11) Quebec's island pavilion was

strategicaHysituated on the other side orthe Frenchsite, while the most elevated view available orthe

entire fair grounds was from the bar atop theBritish tower. Canada's popularly perceived advent from

the colonial histories ofNew France and BritishNorth America was therefore evoked by the proximity

and relationship of its pavilions to those of France and Britain. The scaleof these two national sites

also matched Katimavik, implying that Canada hadgrown to becomea signîticantcapitalist nation­

state in the 1960s.Bi-lingualism and culturaldualism imported frOin yYesternEurope to North

America were thus the principal identitymarkers QfExpo 67'shost country, whose abundance of

natural resources and advanced technology made it prime territory for a burgeoning American

multinational economy. This.zealous self-image was crucial because such expositions "...are not orny

international shows ofachievements ofmankind but aIso sharp ideological struggles."114

Among the. most telling socio-political côrttests tobe played out at the Montreal world's fair was

between communismand capitalism, via the participation ofthe UnionofSo)'Ïet Socialist Republics

and the United States ofAmerica. (iIl.12 & ] 3)Both countries had emerged from the Second World

War's aftermath as neweconomic and military superpowers. From the 1950s to the 1980s, they

engaged in an international Cold War, underlined early on by a race to gain superiority in nuclear

armaments and outer-space trave!. The Soviet site was the second largeston Île Notre-Dame, andits

pavilion featured aluminium-and-glass curtain-walls topped with a slopingconcrete roofsupported by

two giantdiagonal steel cantilevers. Loomingoyer thêbuilding's interior was a massivebas-reliefbust

1l4Yuri Zbukovquotedin Fulford, 26.
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ofYladimir.Lenin, thephilosophic leaderofRussill'S 191TBoishevik revolution.• (iU .14) Whileinside

the U.S.S.R.'s site, visitors wereableto take a simulated spaceride followe<!by a weightless stroll on

a. moon-likesurface; activities related to the republic's Luna space-research missions that had begun

in 1959. Thus, the paviHon invoked a participatory understanding of the.. world' s most.advanced

technology; projected as the direct outgrowth of communism's intellectualorigins in the early­

twentieth century.

From a waitingstation besidethe Soviet site,fair-goers could board a mini-rail train that traversed the

Cosmos Walk ·bridgeto Île Sainte-Hélène, and then passed through United States ofAmeriea's

paviHon. As they were transported on immense escalators·to the giant dome's uppermost fioor,

passengers wjtnessedhugephotographie portraitsoftwentieth-eenturyHollywood film stars, including

MarIene Dietrich, H1ll11phreyBoggart, MarilynMonroe, and Elizabeth Taylor. (ilIJ5) Ameriea's

geodesie domeor "big bubble" measured two-hundred-and-fifty. feet in diameter and was constructed

ofaluminium tubes covered with curved plastic lenses, making it the most •imposing structure at Expo

67.115 Among the highlights of its multi-Ievel interior displays was the space capsule, space suits, and

other equipment usedduring America's 1965 Gemini moon mission.Audiences couldalsoview New

Yorkartist, BarnettNewman's massive 1967 oil-on-canvasVoice ofFire, purchased<by theNGC in

1989. (ilI.16) The American site therefore emphasizedscaleas al11easure ofcapitalism's global power;

reinforcedby physicalevidence frorn the nation's sùçcess inconqu~ringspace. Hence, the greatest

technological breakthroughs to be.1audedat Man andHis World were the newly round abiHty ofboth

superpowersto leave the earth's atmosphere, and the possibiHtythathumanity would soon set foot on

themoon.

The lndians ofCanada paviIion

The lndians ofCanada site at Expo 67 stood in stark ideologicalcontrast to those ofCanada, Qntario,

Quebec,the Western provinces,. and the Atlantic provinces, as itdid·not focusexclusivdyon human

achievement Didactic displays inside the pavilioll revised thernodern master-narrative history of

Aboriginal peoples in Canada, underlining Westerncolonialism's oppressive Jegacies through textual

and spatial· means.• Hs exterior feature<!· site-specifie contemporary artcreated by twelveartists·of

Native ancestry selectedfrom across the country. The participationofpamters Alex Janvier andNorval

115James Acland, "ExPQ: The SPllce Frame Fair," Artscanada, special insertspring 1967: 5.
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Morriss~au in Expo 67, as well as that ofvariousNative consultants, wasmarked by astruggleto gain

freedom ofexpression. What these individuals reacted to were attempts ·by non-Native officiaIs from

the Department of Indian and Northern Affairs (DIAND) and the Centennial Indian Advisory

Committee (ClAC) to control the pavilion's public voÏce. This situation reflecteda.n official desire to

project a favourable picmre ofNative life to both local and foreign audiences, one hundred years after

Confederation. "Canada.'s fust citizens - thelndian people - are playinga prominent and enthusiastic

role in the nation's Centennial celebrations."u6

As President ofthe United Nations General Assembly andthtm Prime Minister ofCanada, Lester B.

Pearson gained the country an international reputation for humanitarianism via foreign peace....keeping

missions and welfare state initiatives during the .1950sand 1960s. In 1966, hisLiberal Party minority

govemment transfonnedtheIndian Affairs Branch into the DepartmentofIndian Affairs and Northem

Development. This change reflected the federal govemment' s expanding role as a guarantor ofsocial

standards, as weil as the increasing contactbetween northem reserve communiti~ and the booming

multinational natural resource industry. The new deparfulent's Social··Programs division featured a

Cultural Affairs section, which was toguide the Indians ofCanada pavilion's conception.

Duringthe early stages ofplanning for Expo 67, the Cultural Affairs section engaged the National

Indian Council ofCanada as a consulting body.. However, the council was experiencing organizational

difficulties and WaS sidelined from the process. ll7 In NICC's place, the DIAND put together a

Centennial lndian Advisory Committee comprised of non-Native bureaucrats, and this body hosted

forumsacross the country to gatherNative input ThelndianAdvisory Council (lAC) grew out ofthese

meetings and it includedNative politicalleaders who were to help the ClAC determine the>type of

information to be disseminated at the upcoming world's fair. Issues related to the art commissioned for

the lndicmsofCanadapavilion were dealt with by a sub-committee orthe Indian Advisory Council,

and its membership wascomposed ofNative artists from across the country. Throughout the complex

negotiations that enslled betweenthe aforementioned bureaucrats, councils, and committ~, Native

peoples were able to realize an unprecedented leve1 ofempowerment at Expo67.

lJ6ÇentennialCommission, "Canada'sIndians and the Centennial- A Guideto Indian EVeI1ts in 1967,"
(Ottawa:~een~s Prirlter, 1967) 1.
Il"'Ruth PhiUips," 'Arrow ofTruth': The Indians ofCanada pavilion at Expo 67," unpublished manuscript,
Carleton University, Ottawa~ 1993: 8.
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In 1965, the DIAND announced that it would use the Canadian Universal and International

Exhibition to "symbolize the great heritage ofthe Indians ofCanada and to describe the contribution

of the Indianpeople.,,118 This press release by the Honourable John R. Nicholson, Superintendent

General ofIndian Mairs, had been preceded by years ofcareful plantlÙ}gas to how the Indians should

be publicaUy represented. The govemment wanted to minimize the reality ofAboriginal oppression,

without inspiring protests at the fair. An internaI report issued by DIANDin 1964 entitled

"Participation in Canada's Centennial by People ofIndian Ancestry" is exceptional in its admission of

colonial guiIt, "...until recently the Branch was a true reflection of the blind attitude of cultural

superiority fromwruch Indians were viewed by other Canadian groups." J19 Unfortunately, such post­

war social consciousness did not prevent the DIAND from continuingits long-standing tradition of

making unilateral decisions about the fateofNativepeoples.

J.W. Francis, the DIAND's in-house architect, proposed a one-hundred-foot-high steel-framed and

aluminium-clad teepee-like construction linked to tbree trapezium~shaped lower buildings for the

Indians ofCanada site. (ill.17) These structures were to be complemented by a sixty-five-foot totem

pole that Kwakwaka'wakw carvers Henry and Tony Hunt received.a colllll1i~si()fi to create in

November of 1966. Francis designed what he caUed an "obviously 'lndian' " site, as the main edifice

referenced buffal~hide tee pees used extensivelY by nomadicAboriginalnations on the Great Plains

in the eighteenth and nineteenth centuries. The Iower buildings were a fusion of the lroquoian long

house and indigenous Northwest Coast post-and-beam dweUings; bothdesi~which flourished among

these sedentary tribal peoples during colonial times. Such a non-Native expropriation and conflation

ofpre-twentieth indigenous North Ameticanarchitectureproduced an "ahistorical" paviIion, not unlike

the frozen Native cultural condition in Canada'sart-historical narrativesYo Furthermore, Francis'

positiomng of an immense totem pole beside a giant tee pee evoked a memorabiIia-like visual

experienc.e. The miniature tee pee and totem-pole combination remains a "dassic souvenir" sold to

tourists hyNativeand non-Native retailers, and i18 reproductionthus completedthe DIAND architect' s

1I8John R. Nicholson, "Canadian Indian pavilion atExpo 67," press release, Ottawa, DIAND Indian Art
Centfefiles,1965: n.p..
II9DIAND,'Tarticipation in Canada's Centennial by People ofIndian Ancestry ..... Some Policy
Considerlltions," Ottawa, Sept. 24, 1964, National Archives ofCanada..

IWOeloria Jr., 2.
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coHapsing ofNative cultural differences. l2l (ill.18)

Alex Janvier wasrnrOO by the DIAND as an arts and .crafts consultant in 1965, and he played an

important role during the developmental stages. of the Indians ofCanada pavilion. The Dené artist

helpOO organize •the .lndian Artists' Symposium in 196~. The .symposium was sponsorOO by the

department'sCultural Affarrs section asaprecursor toits participation in the worId's farr. Jackson

Beardy, George Clutesi, Tom Hill, Norval Morrisseau, Duke Redbird, Bill Reid, and Gerald

Tailfeatherswere amongthe paijltersandcarvers inattendance at the Ottawa event, al1d they provOO

to be a criticaifaction within the lndian Advisory Council for Expo 67. These artists rejectOOJ.W.

Francis'metal-clad teepee concept during the first.meetingbetwee.nthe.CentenniallndianAdvisory

CoIIll11Ïttee, the DIAND, and tM Indian Advisory Council. However,· non-Native officiais and

bureaucrats insistOO that looming construction deadIines would not allow the time necessary for a

complçte re-design of the site.122 1n a subsequent meeting held by the DIAND and·ClAC, which the

lAC was not invitOO to attend, lanviernoticedthat the farr'sm{)llorailhad been routed directly through

the tee pee structure. He objectOO ta the new feature aS ithad not been approvOO by Native consultants

and statOO: "Isn't that the way it reaHy iS...YOUpllt yom highways right through the reserves,you put

yom powerIines right throughthe reserves...youneveraskthelndian...just leave it right there, the

worId will finally see the picture.,,123 The monorail was reroutOO.around the Indians ofCanada site.,

and the DIAND postoo Janvier toCalgaryuntil hÏs contract withthe Cultural Affairs divisionexprred.

Perhaps the best exampleofNative authority at Expo 67 was the pavilion's interior story line, which,

according toChief Andrew T. Delisle, \Vould beguided by "Wl1at the Indians wish tosay.,,124 The

DIANDhifedRobert Majoribanks, a non-Nativefromthe TorontofumDesign Craft Ltd., to chronieIe

over five-hundrOO years of".Native hlstoI"y via didactic panels accompaniOOby photographs and maps.

Snowshoes, corn-hllsk masks, feather head-dresses, .and cannes frOID th'r .cQllections of the Royal

Ontario Museum and theNational MuseumofManwere alsofeatured in tbis multi-mOOiatic display.

I2iPhi11ips, 15.
122gherryBrydon, "The India9s ofCanadaPaviHon atExpo 67,"honours thesis,Department ofArt
History, Carleton University,Ottawa, 1991: 29.
I23Janvier quoted in BrydOl1' 30.
124ChiefAndrew DeHsle, "Indians ofCanadapaviliOl1 - Exp<) 67," open corre$pondence to Native band
cotmcils, Ottawa, DIAND Indian Art Centre files, J1.l1y29, 196$: .1.
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Upon passing through areceptionroom, visitors to the Indians ofCanada pavilion entered the fust of

eight theme areas entitled"The Awakening;" whichpresented allEdenic perspective on the time before

European arrivaIs in North America. "AlI the cr~tur~ of the world lived, one with another, in

ha11l1onyandorder."125 Thenext area,called "The ArrivaI ofEuropeans," reflected the critical rolethat

Native knowledgeplayedin the Western exploration ofNorth America, •.·and called for a revision of

Canada's ·master narratives. "The heroicfigures ofCanadian histQry made theire:pic. explorations of

the .wildetness in Indian canoes...wore Indian snow-shoes, ate Indian food, livedin Indian

houses...Many Indians oftqday believe the White Manbetrayedtheir fathers' trust. They are not ready

toacceptthe story ofCanadawritten DY people ofEuroPean ~cestry."I2(; Thus,thedeploymentof

the ROM's and NGC) holdings to visuaUyauthorize this pavilion~s lùghlypoliticized message

represented a critical contextual shift for the selected objects. Duringthe 1980sand1990s,. snowshoes,

canoes, and beaded dothing became central to the vocabularyofinstallations by artists QiAboriginal

ancestry who mimicked· and reproduced their fonns to create empowering sites in gaJleries. and

museums across the country,

Majoribanks' storylineevolved from his collaboration with theInditm Advisory Council, followed by

a series ofmeetings in Vancouver, Edmonton, Montreal, andAmherstwith local Native. leaders. Their

collective expression contested the inadequacies ofEuro-North America's Jllodern history. On a panel

in the "Wars and 'freaties" area, visitors were met with an Indian adm0nishment ofcolonial treachery:

"ourfathers were betrayed." In the "Religion" area, Christiannrissionaries were targeted for attempting

to •• "wipe out the native Indian culture."127. Situated near th~ latter panel was alife-sizedbear, carved

from woodby Delaware artistGilbert Montour. It stooo on a Latin-cross-shaped shait ofIight faUing

through the pavilion's r~f. (ill. 19) Sucha key animalwithin many Aboriginalbeliefsystemswas thus

married to the definitive symboI ofChristianity asanevocationofspiritual overlap in North America.

This visual synthesisproduced by Design Crait Ltd.la,ç;ks the contestatory socio-political charge

expressed in theaccompanyingtext, but it achieved a certain bybrid aesthetic quality that isk~ to the

spaces featured inChapters III and IV. The.pavilion'spole:tnical t<me concluded on ahopefuI note in

the "Future" area, as Majorbanks' storyline posed the foUowillg question forvisitors to Man and His

125Indians ofCanadaPaviIion, "Expo67, Story line," Ottawa, DIAND Indian Art Centre files, 1967:2.
126Ibid, 4.
127Ibid, 4-5.
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Worldin reference to Saint Exupé.ry'smaxim. "What stone doesthe Indian ofCanada have toplace

in the edifice ofthe world? Often his &llswer seems to suggest that he canshow howto participate in

the mass technology of thé modem age wmle preserving ms personal integrity and the virtu~ofms

fathers.,,128

The site-specificpaintingscreated for the Indians ofCanadapavilion's exterior did not carry overt

messages of Native discontent, howeverthe commissioned artists were faced with attempts by the

DIAND and ClAC to control their work. Norval Morrisseau(b. 1932), who was bomon theSand

Point reservenorth of Thunder Bay,painted one ofthree waUmurals on thewoodenlonghouse-like

building adjoined to the giant tee. pee. In 1962,tms self-taught artistofAnishnabai ancestrybeCame

an ovenIight success following hisfirst solo exhibition at Toronto's PoHùckGallery. The Canadian

edition of Time magazine reportedthat: "Few exhibits in Canadian art historyhave touched offa

greater immediatestir than Morrisseau's.,,129 His images. of legendary Artishnabai b~gssuch as

thunderbirds, misshipeshoos, and sacred bears were.based onancient pictographs in theThunder Bay

region,as weIl as incisedbirchbark scroIlscreated by members orthe Midewiwin médicinesociety.

From the early 1960s onward, oumerous artists ofNative ancestry, primarilyfromOntario and

Manitoba, including the Cree painter Carl Ray who assisted Morrisseau at Expo 67, adopted the

'Woodland School' styleYo

The Earth Mother With Her Chi/dren mural that Morrisseau created for the Indians ofCanada

pavilion was typical ofms early work. (ill. 20) It offered an aboriginal North American world view in

which humans and animaIs are spiritual equals. The bodies of a human child and a bear cub were

rendered in white with black outlines, and pools ofyellow inside each being depict their respective life

forces. These infants share a common linear bond to three divided circles that also links them to a

much larger hooded female figure with white hair. She holds the cmld, and the bear 1S positioned just

behind her. The painter often worked according to inspirations derived from dreams or altered states

ofconsciousness; a practice not unlike those used by Native shaman to make prophesies. 131 According

J28Ibid, 10.
l29J'ime magazme, "Myth and Symbol," Time Sept. 28, 1962: 28.
13Osoo Elizabeth McLuhan and Tom mu, Noival Morrisseau andtbe Emergence orthe Image Makers
(Toronto: Art Gallery ofOntario,.1984).
l3Isoo Joy Carroll, "the StrangeSueeess and FaUure ofNorval Morrisseau," Canadian Artwinter 1964:21
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to fellow artist Tom Hm such unpredictabJe methods troubled DIAND officiaIs, who demanded that

Morrisseau create preJiminary sketches of the mural during the constructionperiod. Momsseau

accusedthe si1e co-ordinator oftrying to tell him what to paint. " 'When 1paint,' he said to ahushed

audience, 'it isas ifa force inside me - starts pour~g out. 1don'tknow whatmymural will look like.

ft could be a thunderbifd, wolves, or a moose.' ,,/32 During the early 1970s, this same shamamstic

approach was central to the art classes taught by Domingo Cisneros at Manitou Collegein La Macaza,

Quebec, and he played a key role in the deveJopment of an installation aesthetic among the artists

discussed later.

Alex Janvier (b.1935), who was bom on the Cold Lake Fifst Nation reserve in northen Alberta, was

among the five artists commissioned to create circular panel paintings that werea.ffixed to the giant

tee pee's exterior. This painter ofDené ancestry studied at the Alberta Institute ofTechnology (now

the Alberta CoUege ofArt) in Calgary, and graduated in 1960 with a fine-arts diploma. During the

early 1960s Janvier taught art to children on reserves in northern Alberta, and had his fust one-person

show at Edmonton's Jacox Gallery in 1964. The artist'searly paintings possess a graphic quali1y

achieved through va.rious combinations ofgt;lûmetric and linear colour elements set against

.monochromatic backgrounds. His vocabulary looks to nineteenth-cénturysymbols found inquiUwork,

moose~hairembroidery, and bead work created among the Dené, Blackfoot,.Sioux, and Assiniboine

peoples. Throughout the 1960s and most ofthe 1970s, this painter signed his works 'Janvier 287'; in

reference to the DIAND'sstatus Indian classification system. "For years he used his 'Trea1y band

Number' to mock a 'colonial structure' where people were the numerical symbols of a distant

govemment bureaucracy and reflected his deep concern with the depersonalization, and paternalistic

attitude toward his peçple."133 TheDené artist's socio-politicaI stanc.e servedasan inspirationto young

Native painters including Robert Houle, whose art and curatorial work Ïnitiated a llew art history in

Canada·during the 1980s.

Janvier's trademark signature adomed the lower section ofhis 9 Y:z-foot-in-diameter painting for the

Indians ofCanada pavilion. This ma.y haveled DIAND and ClAC officiaIs to move it from a highly

13%11 qlloted in Brydon, 52.
B:!Robert Houle,"Alex Janvier; 20th century Native SymboIs and Images,"TheNative Perspective full
1978: 17.
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visible area on the giant teepee to a less notieeable location, shortly after the fair ()pened. 134 The work,

entitled Beaver Crossing - Indian Colours, depicted a collection ofdark and light coloured jigsaw­

puzzle-like shapes converging in the circular painting's upperhalf. Histigzag and wmplash lines

running through these interconnected shapes which converged at the central axis, produced a swiding

effect. (ill.2I) Such non-objective painting is without .literaI narrative,. however the artist regularly

added a critical commentary to ms work viatitling. Janvier's Expo 67 piecewas originally titled the

The Unpredictable East, and made reference to how constant smfts in DIAND policies issued from

Ottawa confounded Native peoples in Western Canada.• After Janvier had completed the muraland

returned to northern Alberta from Quebec, he received a telephone message at the local general store

in Beaver Crossillgfroma.ClAC official named Joe Garland. Upon retuming the caU, Garland

requested that the artist rename the painting, and Janvier responded with anew title based on the nÎne­

mile walk he made from ms home on the reserve to the nearest telephone· in Beaver Crossmg,

Alberta. 135

Canada's media outlets unammously praised the fair. "For one beautiful and unforgettable.surnrner,

Expo took us into the future that can be ours." 136 Countless international publications were also full

ofpraise, including Paris' L'Express magazine, wmch described the event as "Le Rêve Moderne." 137

The headline on the cover ofAmerica's popular culture periodical, Life, exclaimed:"TomoITowSoars

Inat The Fair."m London's most widely read daily newspaper,Jhe Observer, confirrned Expo67's

success:"It has a gIitter, sex appeal,and it's given impact and meaning to a word that had neither:

Canadian." l39(ill. 22 & 23) The Dominion of Canada hadconvincingly proclairned itselfto be a

modern bi-cultural Western nation-state withthe.future capitalist-based potential for international

greatness. Conversely, the fair also foreshadowed regional econornic disparities and identity polities

that.would paralyse the Government ofCanada's efforts to.achieve national.unityin.the 1980s and

1990s. On a more global seale, Man and His World eneapsulated thegrowing struggle between

capitalist andeommumst interests for world domination. The U.S.A's site glorified econornic and

J34Lee-Ann Martin, The Art ofAlex Janvier: His Fifs! Thirty Years (Thunder Bay: Thunder Bay Art
Gallery,1993}17.
135Phillips, 45.
136Fulford, 8.
mas pictured in Fulford,29.
BSlbid,27
J39as quoted in Fulford, 25.
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entertainment largess, while the U.S.S.R.'spavilion flaunted an inteUectual prowess.

Space travel ultimateJy served as a common sign between the worId's opposÏJ;l.g superpowersofnew

territorial manifest destinies that werebeing· facHitated by what wouldcome tobe known as post­

modern techrtology. Centuries earlier suchexpansionist sentiments hadinspired the monarchies of

Spain, France and England to attempta·conquering orthe New Worldand its peoples.·Liberal

Ametican and Canadian democracies.then.carried on this oppressive process through their modern

nation-building desires. Nativeartists andpoliticians approaclied Expo 67 as an opportunityto re­

assertFirst Nations sovereignty, while exposingrieo-çolonial oppressionto an international.audience;

The foUowingpassage in the Winnipeg Tribune newspaper regarding thelndians ofCanadapavilion

is pmofthat Euro-Canadians were successfully confronted with their humanitarian dilemma."Those

Indians ofCanada have bowed...anarrow oftruth aUhe Canadian government and white men -- teUing

'le monde entier' just what they think OfUS.,,140 However,this critical act at the 1967 Canadian

Universtû and International Exhibition was not without celebration as Alex Janvier's and Norval

Morrisseau's works spoke of a post-colonial cultural resurgence in Canada.

Voices ofDecoloruzation

The momentum ofempowerment engendered by Native leaders in Canada during the fust half ofthe

twentieth century cemented the Indians ofCanada pavilion's ideological fOlmdation. However, it was

notuntil 1968th.at a national inter-tribal voice gained fun articulation via the establishment orthe

National Indian Brotherhood (NIB). Harold Cardinal, a young lawyer and political activist from the

Sucker Creek FirstNation in Alberta, soon became the NIB's most vocal membèr. His 1969manifesto,

entitled TheUnjust Society:The Tragedy ofCanada's Indians, is a recordofIndian oppression in

Canada, and was inspired by the federal government's attempt to extÏJ;l.guish the cOll$titlrtional nghts

ofstatus andtreaty Indians.Prime Minister Pierre Elliot Tru4~u's plan to createa justsociety served

as the premisefor the "Statement of the GovemmentofCanada onlndianPolicy" issued in 1969.

Indianleaders unanîmously rejected the so-caUed 'White Paper' and questioned the federal

govermnent's moral authority over the FirstNations. Vine Deloria Jr.,.a Sioux acadetnic andpolitical

activist from South Dakota,expressed similar disdain for America's history of unilateral Iridian

J4<Winnipeg Tribune, "Indians Speak withStrait Tongue,"Winnipeg Tribune (Weekend Showcase)
Jun.24, 196: 3.
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polides in a 1970 publication entitled Custer Died For Your Sins: An Indian Manifesto. Such voices

of decolonization in the post Second World War era had implications beyond North America as

revealed through Frantz Fanon's 1961 coHected writings on an indigenous peop1es revolution in

Norhtern.Afiica.

In December of 1967, Prime Minister Lester B. Pearson announced bis retirement from politics, and

the foUowing spring, Pierre Elliot Trudeau wasselected as the new leader of the Liberal Party. The

Harvard University educated lawyer flfst gainednotoriety as Minister ofJustice frOID 1967 to 1968,

whenhe reformed Canada's divorce law and amended the Criminal Code to assuregreater tolerance

for abortions and homosexuality. During the 1968 federal election campaign, Trudeau, who was

seeking re-election in Montreal's Mount Royal riding, emphasized the importance ofa strong federal

government wbich couldstabilize Quebec's place within Canada. The Liberal Party also touted their

new generation of candidates, such as 39-year-old John Napier Turner and 34~year-old Joseph­

Jacques-Jean Chrétien. The country's youthful electorate, a result ofthe 'baby boom' in Canada during

the 1940s and 1950s, embraced 'Trudeaumania'and the liberaIs won a majority government in1968.

Trudeau thus began bis Prime Ministersbip at age forty-nine and led Canada for the next sixteen years,

with the exception ofPrime Minister Joe Clark's briefterm in 1979.

Undoubtedly, the most significant piece oflegislation passed by the Trudeau administration during bis

first term in office was the 1968 Official Languages Bill. If promoted the use ofEnglish and French

by civil servants and politiciansin "a country wbich has learned to speak two great languages," while

guaranteeing "the fundamentàllanguage rightsofour citizens.,,141 Tbis bill became1l1w the foUowing

year and served as an important part of Trudeau's bid to queH the growing tide of separatism in

Quebec, particularly after the 1968 creation ofthenationalist Parti Québécois. TheOfficialLanguages

Act also proved to be the comerstone of the Prime Minister's larger social goal for Canada, which

spatmed bis entire politicalcareer."1 have long believed that freedom is the most important value ofa

justsociety...And deprived of its freedom, a people could not pursue ifs own destiny that best suits its

collective will to live.,,142

141PierreElHotTrudeau, "Statement on the Introduction of the Official Languages Bill· Octobet 17,
1968,"Joo.l, 2001 «www.collections.ic.gc.ea».
142pjerre Elliot Trudeau and Thomas. Axworiliy, OOs., Towards A Just Society: The Trudeau Yeats
(Marl<ham: Viking, 1990) 357.
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ln 1968, Trudeau's democratic vision inspired the GovernmentofCanada to engageinaone-year

consultationprocesswithIndian leaders; I."eviewingtheeffects Qfitsprograms as weIl as the "present

situation of the Indian people.,,143 On June 25,1969, Jean Chrétien, Minîster ofI1ldian Affairs and

Northern Development, announced an end tothefederalgoverm;nent's "highlypaternalistic"

relationship with Indian.peoples.Chrétiel1'spolicy paper caUed for a completerepealofthe IndianAcb

attansfer ofthe responsibilityJ<>r statllsJndians to provincial and territorial governments, fifty-million

doHars in economic development funds over fiveyears for reserve cOnnnunities,and the DIAND's

gradualdissolution. I44
.• Such radical changes.to the .lives.·of lndian .peoples· were perceivedtobe a

political necessityin Trudeau's "pluralist"understanding ofCanada,145 The DIAND'sproposalalso

intendeçl to provide status Indians.with "the rigbt tofull and equalparticipation.in the cultural~ social,

economic and politicaUifeofCanada.,m6 Vehementopp()sitiOntothe policy proposaI was irr11;nediately

voiced by the lndian Association of Alberta, the Union of Ontario Indians~·· the Manitoba Indian

Br()therhood, as weIl as the new1y formed Union of British Columbia Chiefs. Within a year, the

Government ofCanadahad recanted onits new plan; however the most significantconsequence ofthis

proposed legislation's.defeat wa$ that:."Indian leaders founda basis. for pan-Canadian unity they had

long sougbt but failed to achjeve.,,147 Thissame inter-tribal solidarity markedthe advent ofa new

artistic community in Canada during 1970s, which by the 1990s, was layingclaimto the nlltion's

premiere cultural institution.

Harold Cardinal, who in 1969 was·a reeent law graduate fromtheUniversity ofSaskatchewan and the

new president ofthe Indian Association ofAlberta, published adetailed rejectionofthe DIAND's so­

caUed 'white pap<::r.' InThe UnjustSociety: TheTragedy ofCanada's Indians, Cardinal Challenges the

ferleraI govemment to address its legacy ofoppression beforeanynew relationship 1Jetween Canada

and the First Nations can be accomplished. fIis manifesto beginsby identifYingPrime Minister

Trudeau as the person responsible for.the latest artempt to remove Indian differencefrom Canadian

societY. "Now, at a time whenour feHow. Canadians consider the promise of the Just Society, once

J43Jean Chrétien, "Statement of the. Government·of'Canadaon Indian Policy," DIANDPress Release, June
25,1969: 1.
J44Chrétien, 1-5.
145Pierre Elliot.Trudeau, "Statement on the Introduction ofthe Official Languages Bill -OcL 17,
1968,"Jun.1, 2001 «www.coHections.ic.gc.ca».
146Çhrétien,2.
J47MiHer, 232.
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more the lndiansof Canada are betrayed bya programme wmch offers nothing better that cultural

genocide.,,148 This passage from the opening chapter, entitled "The Buckskin Curtain" is followed by

fifteen chapters.in the form ofbriefs, each focussing on the 'whitepaper's' imprudent solutions to

problems ranging from Indianidentity to the future oflndian .peoples in a modernsociety. Tetmssuch

as 'buckskin curtain' were derivative of the J960s Cold War rhetoric that capitalist nation-states

induding the U.S.A. and Canada used to generate a public image of communist social evils hidden

hehind theU.S.8.R's 'Iron Curtain.'

In the second chapter, caUed "Red Tape," the author points to the embarrassing state of Canada's

democratic systemwhich affordspoliticians and civil servants the ability to arbitrarily maniptllate the

identity andlegalstatusofindigenous North Americans. This contradiction was most pronounced

during the post-war period, when immigrants fleeing war-tom Europe immediately gained the basic

human rights that Indian leaders had been demanding for almost a century. The co-existence ofnew

German and Ukra:inian enclaves as weil as 10ngestablished.French communities in Canada during the

1960s are prooffor Cardinal ofthe country's capacity to adopt multiple "cultural identities."149 Yet

the Indian identity which he defmes as "automatically Canadian" continues to be placed under siege

via the DIAND's new directives.ISO However, thetaskof establishing a renewed position for lndian

peoples in Canada is their own responsibiIity according to the young activist."The challenge to Indians

today is to redefinethat identityin contemporary terminology. The challenge to the non-Indian society

is to accept such an updated definition." ISl lnstallation art eventually proved to facilitate tms re­

identification process in public forums across the country.

Cardinal furthers bis diatribe with a series of legal assessments based on Canada'sbistorical

commitments tothe First Nations; indudingtreaty making and the 1876 IndianAct. The binding

nation-to-nation agreements signed between Native leaders and British Crown representatives during

the eighteenth, nineteenth, and early-twentieth centuries are presented as a Western legitimation of

lndian rights.ln the author'sancestrallanguage,.lands reserved for the Cree according to such accords

1411Cardinal, 1.
149Cardinal, 44.
15%id
l5ICardinal,25.
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wereknownas: "the land.that we kept for ourselves...skun-gun.,,152 He then evokes British history to

tùrtherJu~tifYtheJeadingpftreaty agreements.<ls "an IndianMagna Carta.',153 However,the personal

and politicalliberties.granted to Indianpeoples in treaties were later reinterpreted and reapplied by

f&leral authorities as todls Qf oppression. Cardinal also emphasizes the lost oralcomponents of

agreements thatheldgteatermeaning for Indian signatories (most of whom were illiterate), and how

such infonnation waseventually ignored by the white ma~.Similarly, the authordescribes the 1876

Indian Act asa crucial document ftom whichthe"Iegal rightsof Indians flow," and without it, the

paradoxical benefits of colonialism's unethical framework would be unsalvageable. Examples of

religious persecution anq racial bigotry endur&l byJndians throughout the twentieth century are then

citedasdefinitiveevidence ofthe. white man's universalhypocrisy. "lnhis social doctrines he stresses

his belief inequalityand elaborateson the need for and the value ofdiversity, but confront him with

a diversityin colour ofskin,confront· him with sorne differentvalues and see how long he stays a

champion of diversity.,,154

"The Little Red Schoolhouse" is amongthe most important chapters in The Dnjust Society, for it

documents acultural violencethat shattered the identities ofcountless Indian children whoattended

residentialschools. Theauthor remembers when he was referred to as "aIl ungratefullittle savage" in

the eighth grade bya c1eric-teacher.155 His story is analogous with Norval Morrisseau's residential­

school l11emory ofSister Lorenzia strapping hirn for notbemg"adeveloped man.,,156 Cardinal's

experiencealso parallels Alex Janvier's recollection of a "bramwashing" educational system that

characterized the beliefsofhis parents and grandparents as "evil.,,157 The transfer of'authority for

Inpian education from variousgovernmentally funded Christianorders (which focussedmore on

religious conversionthan scholastic values), tO the Indian AifairBranchin the 1950s, did not "achieve

educational· parity with nOn-Indian society."158 Cardinal· insists the federalgovernment recqgnize an

indepefldent report it commissioned in 1967 from H.B. Hawtbom, entitled A Survey of the

152Jbid, 29.
153Ibid, 28.
154Ibid, 75.
155Ibid ,54.
156Morrisseau quoted in James Stephens,"Interview with NorvaI Morrisseau," Art Magazine Sllmmer
1974: 31.
157Joovier quoted in David Staples,"Artist Ale" Janvier,"The Edm()nton Journàl Joo.31, 1988:7.
lsllCardinaI, 53.
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Contemporary lndians of Canada, which~riticized the residential·. school. system's devaluation of

Natiyelanguages and culfural valu~s. 159ThevigilantreiterationofIndianresidential school travesties

therefore becamean essentialprocess inovercomingtheir multi-gen~rational detriment. Joane Carclinal­

Schubert's series ofinstallations,entitloo Preservationofa Species, maintained thesameunyielping

and repetitive focus on educatiollal ratism in Canada throughout the •1980s.

Chapter ten ofCardinal'smanifesto, "Hat in Hand," charts the history ofIndian political organizations

in Canada through the twentieth century, and the [mancial, emotional, social, and legal hardships faced

by the early volunteer leaders. He chastises both the DIAND's continuaI efforts to undermine Native

political bodies, and unscrupulous federal Indian agents who delayed relief payments or rations to

politicaUy active people on reserves. The author exposes the DIAND's practice ofselecting unelected

or unrecognized Indian advisors solely to justifY their unilateral policy decisions, and describes the

consulting process that proceeded the 'white paper' as "government doubletalk."I60 Chapter eleven,

entitled the "Quiet Revolution," draws a parallel between the new era in Indian politics and the radical

changes in Quebec society enacted by the provincial Liberal government ofPremier Jean Lesage, from

1960 to 1966. Lesage's accomplishments included: a dramatic reduction of the Catholic church's

control over education, the conglomeration of private electric companies into the provincially owned

Hydro Québec, and a withdrawal from several cost-sharing programs with the Government ofCanada.

For Cardinal, the 1969 founding of the National Indian Brotherhood was a "significant milestone,"

similar to the emergence of Quebec nationalists and their philosophy of 'maîtres chez nous.' 161 The

fledgling organization provided lndian peoples with a forum to ta1k to each other and "negotiate from

strength with the Federal government.,,162

In the closing chapters ofThe Unjust Society the author Warns of an angry new leadership element

within Native nations which had los.1 faith in Peaceful solutions to rnyriad contentious issues facing

theirconstituents. The 1964 armed occupation ofa park in Kenora, Ontario,by the OjibwaWarriors

Society in response to along-standing land dispute Withthe federalgovemmenfis a good exampleof

159JIarryR Hawthom,.ASurvey oftheContemporarylndiansofCanada (Ottawa: Department of Indian
AffaÏr.and NorthemDevelopment, 1967) voLI: 44-89.
I6Ofbid, 104.
16IThid,107.
162Thid.
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the escalating tensions described by Cardinat 157 He also charges Trudeau's govemment with

"Legislative and Constitutional Treachery" in the thirteenth chapter, and compares the 'white paper'

to the Indian tennination program of 1953 in, the United States. This failed American poliey was

designed.torelïeve federal and state authorities.oftheir legal responsibiHties to tribal eouneils. Poverty­

stricken non-statuslndians and Métis peoples in Canada are cited as evidence ofwhat would happen

to status and treaty Indians ifthey lost their special rights and benefits. The Prime Minister's Official

Languages Act is then used by Cardinal as a legal precedent for the state's cultural obligation to defend

Indian peoples."The French Canadian bas his language rights protected by the Canadian

Constitution.,;158 The final chapter, entitled"When tbeCurtain Comes Down,"outlines atransfer of

powerfrom the. DIAND to the NIB thllt mustoccurbefore Native peoples can fully participate in

Canadiansociety. Cardinal's manifesto tbencl()ses on a cautionary note regarding the future. "The

present course of the federal govemment drives the Indian daily closer to the second

alternative...despair, hostility, destruction."159 Growing incidents ofviolence between the First Nations

and Canadian authorities graduaUy entered the cultural milieu, and by the early 1990s, specifie clashes

involving the Lubicon and Mohawk peoples were being quoted through manipulations ofspace.

The traj~toryofVine Deloria Jr.'s 1969 book, Custer Died for Your Sins.: An Indian Manifesto, is

similar to that of The Unjust Society, as he asserts Indian sovereignty..against a history of Euro­

American injustice. Deloria, who obtained a Master of Theology from the Lutheran School of

Theology in Illinois and a Doctorate of Law from the University of Colorado, served as executive

director ofthe National Congress ofAmerican Indians from 1968 to 1976. His manifesto questions the

moral and legal credibility of the United States througha redeployment of mai:nstream heroic

narratives, such as the death ofthe Seventh Calvary'sGeneraI George Custer in .1876, at the hands of

Sioux wal"fjors during the battle ofLittle Bighorn.. The author's ancestral connection to the mbe that

haltedtherenown~nfueteenth-century Indian-hunter's murdero:us exploits isusedto validateDeloria's

present-day delllands for Indian retribution and a cessation of Euro-Americanaggression. Edward

Poitras was drawn. to this same moment of American brutality on the Great Plains, and his site

productions through the 1980sand 1990s echoed the literary criticism charted here. Deloria goes on

157J)ickason, 370.
158Cardinal, 141.
159fbid, 171.

58



to hoM the federal Bureau ofIndian Affairs (BIA) responsible for a contemporary campaign to wipe

out Indian peoples, and stresses the need for greater inter-tribal unity as a means ofresistance. Thus,

strategies of cultural genoCide are at the nexus.of ms lament. "T0 be Indian in modem American

society is in a very real sense to be unreal and amstorical."160 In 1992, the National Gallery ofCanada

and the CanadianMusemn ofCivilizationjointly addressed tms same paradox in Canadian society that

persisted through the post-modem era.

Like Cardinal, Detoria remedies the dowl1grading of Indian politiçal history within the master

narratives of America by celebratingpre-twentieth century indigenouS North American governing

structures such as the Iroquois League and the Cree town system. Next, he charts the re-emergence of

tribal counciIs duringthe 1930s, wmchculminated inthe advent ofnation-wide organizations including

the 1943 foundation orthe National Congress ofAmericanIndians(NCAI) and the National Indian

Youth Council, which was established in 1962. In the secondchapter,entitIed "Lawsand Treaties,"

the author uses the Cold War's ideological battle between American capitalism and Soviet communism

to emphasize the former system's underlying hypocrisy:"It would take Russia another century to make

and break as many treaties as the United States has akeady violated."161 Such despotic occurrences are

thentraced back in timeto the colonial avouchments ofEngland, France, Spain, and Holla.nd in the

New World. Their respective regimes shared a common spiritual support accordingto Deloria, as the

churches of Western Europe justified unilateral land daims in the name of God."Christianity thus

endorsed and advocated the rape of the North American continent."162 This scmtiny of Euro-North

Americanethics through literary meanscontinlled through the twentieth-century'sdose; ta~en up by

a new generation of visual artists, film makers, and writersfrom Aboriginal nations across the

continent.

HaroldCardinal attacked theDIAND's'whitepaper' comparing it to the "disastrous" American policy

ofterntÏI)ation carriedout during the 1950s.163 Much ofDeloria's discontent is directed ardus same

unilateral plan, and he describes the momentin 1953 whenthe United States House ofRepresentatives

introcluced Concurrent Resolution 108 totem1Ïnate services promised to tribes in various treaty

16Cj)eloria Jr., 2.
16lIbid, 28.
l62Jbid., 30.
163Cardinal, 133.
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agreements.as: •"The first shQtofthegreat twentidh ceritllry Indian war!'l(i4Ninetyc::nth-centuryefforts

to usurp Indian lands,mcluding .l1lilitary qmlpaigns headed by •. American h~Qs like Custer· and

biological warfare canied out by federal agen,tswho gave Indianipeoples blankets infected with

smallpox, Were now being affected through bureaucratic means.165 Example~ citedby the authorof

how Indiafinations were forcedinto terminationagreements range fromthe InA's withholdingoftribal

funds gamedthrougl1natural resource. development,. to denying diseased Native peoplesaccess to

medicaiservi.ces. Deloria considers the aggressivemethodsofthis agencywithlnthe Departmentofthe

Interior asa modern outgrowth of its colonial foundatioll by the Secretary.·of War. Mer the Second

World War,both theBIA and the DIAND focussed onreducmgexpenditures rather than fuifillingtheir

obligations to Native nations. 166 At thyclose ofthesixthchapter, entitled "Government Agencies," the

author insists on a radical re-orientation ofthe BIA, echgingCardinaI'sdemands for ch~n}~es tothe

DIAND. The Sioux activist charges that tribal organizations must be pennittedto eut intothe federai

bureau's superstructure, so th~tAmerica couldbegin to honourits mostfundamentaltreatyprinciple

of"froo and undisturbed use" by Indians on reservationlal1ds}67 In the 19708, Manitou Collegeand

the Saskatchewan Indian Cultural College were successfullycutting intoCanada's educational

bureaucracy, andduring the 1980s the Society of CanadiaRArîistsofNative Ancestry carved out a

place for its membership in the nation's cultural institutions and funding agencies.

Inchapter seven, called."The Red .and the Black,"Deloria carefully differentiates between First

Nations struggles for soyereignty and attempts by Affican-Americansto gain full civil tights in the

1950s and 1960s. He indicates that while Black leaders sotight· parity with •• Euro-Americans in

accgrdance with constitutionalamendtnents clating to the 1861·Civil War, Native leaders conçentrated

onêstablishing a greater degree ofautonomy from the American 'melting pot' asper eighteenth- and

nineteenth-century· treaty a.greements. The present-clay treatInent of Indians by the white man is

.characterizedas an gugoingprocess ofassirnilating "ex-wild animaIs," which contrasts with the

exçlusion of Blacks fronr mainstream society because ()f their "ex-draflanimal"<status.I68Deloria

asserts tOOt race relations in the United St~tes during the post-war eta were dQminated by African-

164Deloria Ir., 62.
165MiIIer, 124.
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American interests, which made the problems ofallminority groups, inc1uding lndians, synonymous

with the civil rightsmovement The National Congress ofAmerican Indians' refusaI toparticipate in

mass urban demQnstrations such as the 1963 'Poor Peoples March' .on Washington (organized by high­

profile civil rights activists inc1uding Martin Luther .I(ing Jf.) was an example of how Native leaders

maintained the distinct nature of their cause. However, the incredible advancements of African­

Amerlcans in the 1960s did proffer sorne importantlessons for the FirstNations."We are leamingfrom

others about the forces that can be assembled in ademocratic society to protect oppressed

minorities."169 Harold Cardinal draws a similar paraUel with regard to strategies for emancipation

shared among "black power" and "redpower"activists in North America}70 Like the conclusion 10

The Unjust Society,Deloria's manifestowarns theUmted States ofAmerica's leadersthat any further

bureaucraticattempîS to terminate tribal existence would result in civil disol"der."Tampering with the

present legal status ofIndian tribes will only bring change faster and tinge it with potential violence."171

The appearance ofpost-colonialliterature in North America by authors such as Harold Cardinal and

Vine Deloria Jr.echoed a similarphenomenon on the African continent. Following the Second World

War, the indigenous inhabitants of numerous .British, French, German,. and Belgian colonial

possessions - including Kenya, Angola, Rhodesia, Madagascar, the Congo, and Aigeria- sought to re­

establishtheir sovereignty. Among the mostcelebratedAfrican national freedomactivists ofthe period

was Frantz Fanon, who published several manifestos Sllpporting the Aigerian Liberation Front's war

ofindependence from France. Born in the French West Indian colony ofMartinique in 1925, Fanon

travelled to Lyon as a young man to study medicine and psycmatry. From 1953 to 1956, he served as

the head ofthe psychiatry departmentat the Blida-JoinvilleHospital in Algeria, a post from which he

resigned toprotesttheFrench government'snrlljtarycampaign inNorth Africa. l72 His 1961 manifesto

Les damnés de la terre, wmch was republished four years later in Englishas The Wretched of the

Barth, isa collection ofwritings that diagnOSe col()nialism's logic whileprovidinga.prescription for

Aigerians, Africans,and aU indigenous peoplestocure themselves ofWestern domination.

The state ofviolence that both Cardinal and Deloria Jr. predict for Canada and America is consistent

l&1bid" 187.
17°CardinaI, 35.
171Deloria Jr., 266.
172see DaVid Caute, Frantz Fanon (London: Fonatana-C()Hins, 1970).
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with what Fanon outlines as a preliminary condition for empowerment. ln the opening chapter ofThe

Wretched ofthe Earth entitled "Concermng Violence," the author daims <4decolOlllzation is always a

violentphenomenon.,,173 However, as aminoritypopulation inNorth America dùring the 1960s, Native

peoples laêked the shoor strength in numbersofAfrican na.tionalists. Forexample, during the 1950s,

approxiInately eight million people of indigenous North African descent were dominated by rough1y

one .nriUion people of predominately French origin. The French 'settlers,' like their Euro-North

American counterparts, graduaHy exerted complete control over the colony's politics, economy, and

land holdings. This inequitable nineteenth-century situation in North Africa became the catalyst for a

twentieth-centurywarbetween France and the AIgerian Liberation Front. Whilethereis an obvious

physical differtmce betwoon native-white relations in Aigeria and Canada during the post-warera, such

indigenous~truggles for freedom share an essentialpsychological reckoning ofthe oppressor. 174 <4The

violence which has ruled over the ordering ofthe colonialworld...will be claimed and taken over by

the native at the moment when, deciding to embody history in his own person, he surges ioto the

forbidden quarter.,,175 Violence is a key quality that will take on artistic ramifications in Chapters Hl

and IV, as artists ofAboriginal ancestry immersed Euro-Canadians in a process ofnational reflection.

ln the second section of his manifesto, "Spontaneity: lts Strength and Weakness" Fanon likens the

impending decolonization ofMica with trade unionism's rise in Western Europe and North America

during the early twentieth centuryp6 The labour movement isdepicted asa class struggle resulting

from the unequal distribution of wealth fostered by capitalist systems. In his comparison, the native

is substituted for the .proletariat and colonial govermnents are replaced by factory owners. Armed

insurrections thus become eommensurate with wildcat strikes. The Pacifie Coast Native Fisherman's

Association, the Allied Tribes of British Columbia, and the National Indian Brotherhood represent

examplesofsueh eonjoined ideologiesinCanada, as eachwas established via union-like consolidations

of workers,· band eouncils,and provincial organizations. Fanon furthers ms discussion of socio­

economie· activism with a description of the internaI tensions betwoon urban workers and rural

peasants. Urbanites are portrayed as more apt to <4change old customs" and pursue "modern ideas,"

while the more conservative peasantry "constitutes the oruy spontaneously revolutionary force."I77

IT.lfanon, 35.
17%e worô native in Fanon's text is not capitalized, while contiguous referencesto Native, Aboriginal,
Indian, Amerindian and First Nations peoples throughout this dissertation remain in upper case. Both
methods ar~ used accordingly here.
175Fanon, 40
176Ibid, 107.
l''%id, 109, 123.
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During the Illtter haif ofthe twentieth century, Indian leaders experienced similar difficulties· in their

attempts to unite status andtreaty Indians on rural reserves withnon-status Indians from predominately

urban areas, as weIl as the Métis in both rural and urban settings. Enforcingtreaty rights was

paramount to conventionally mindedreserve communities, while non-reserve activists were concerned

with the modemredefinition ofbasic Aboriginalrights. Radical cultural practicessuch as installation

andperformanceartpresented similar difficulties fornon-urban Native peoples âIId leaders, and sorne

ofthe urban-based artists mentioned later faced criticism in the 1980sfrom reserve communities. 178

The authormoves from prescribing the means available to indigenous Africans for defeating

colonialism to outlining the qangers and mentality of a liberated native nation;. Inchapter three ofhis

manifesto, entitled "The Pitfalls of National Consciousness," Fanon, likeCardinal and·Deloria,

acknowledgesthe urgent need for an educated middleclass. This "Ilational bourgeoisie" is the critical

conduitbetween thenation and capitalism, a position which leaves it open to the .most serious threat

to.freedom,' that of"decadence.,,179 According to Fanon, corruption ofthe native middle-classhas the

potential to transform nationalism into racism, which ultimately resultsin the creation ofsingle-party

dictatorships which pander tothe"forrner mother country" and "foreign. capitalists.',180 Colonialism

was thus regaining power, however Western authority hadbeen forever "shaken to its very fOlmdations

bythe birth of African unity.,,181 Neo-colonialism coùld. not prevent the nurturing of a new native

cultural existence as described by Fanon in the fourth chapter,entitled "OnNational Culture," which

he initially presented at the Second Congress ofBlack Artistsand Writers in Rome, in 1959. Much of

the writer's discussion is devoted to advising intelleemaJs and artists on how they can "rehabilitate"

a national culture from the past, which will "serve as a justification for the hope of a .futurenational

culture.,,182 At Expo67, the site-speeific creations of Norval Morrisseau and Alex Janvier for the

Indians afCanada pavillon advanced suchamandate. Their respective references to bin:h-bark seron

drawings and beadwork design.s redeemed traditionsthat predated the usurpation of Aboriginal

cultural sovereignty by Euro-NorthAmericans. These preliminary sign.s of inter-tribal nationalism

prepared subsequentgenerations ofNative artists in Canada to seek the "seething pot out ofwhich the

learning of the future will emerge.,,183

l7llJ'om Hill and Karen Duffek, Beyond History (Vancouver: Vancouver Art Gallery, 1989) 7-11.
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181Jbid, 160.
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The Erosion ofModem Western Authority

The Native population explosion in the 1950s contradictOO the assumptions of Canadian

anthropologists who, from the mid-nineteenth century onward, unanimously prOOicted the demise of

tribal societies. Scientific authorities did not readi!y accept such a phenomenon, as the dire forecasts

contained in Diamond Jenness' The Indians ofCanada were maintainOO by the National Museum of

Manuntil1977. For exampJe, in theseventh OOition ofhis widely distributOO text (publishOO eight years

after the internationaUy renownOO anthropologist's death) it is statOO that the Ojibway would be

"helplessly cast adrift," the Iroquois were sureto "disappear," the Coastal Salish facOO "catastrophe,"

and the Plains Cree had become incapable of "regeneration.,,184 Beginning in the late- nineteenth

century, the GovemmentofCanada facilitated suchjealously guardOO anthropologîcal assumptions via

the development of Indian residential schoo1s, where children were forcibly assimilatOO to Anglo­

Canadian nofIDS. However, the perpetuation ofthese brutal institutions unti! the 1950s also produced

paradoxical benefits.

English had becomê a common second language amOJ)g most Native pe()ples by the early-twentieth

century, and activists such.as ChiefAndrew PauU, Reverend Peter KeUey,and Lieutenant Frederi.ck

Ogilive Loft usOO.it asa toolto foster inter-tribal unity.across Canada. fvIoreover, theknowledge of

Christianity thlil these Aboriginalleaders andothers gaine<ithrough theirchildhoodindoctrination also

enablOOthem to initiate an informOOquestioningofCanadian legal mores.· The First Nations'major

contributionto.theBritishCommonwealth'scausemtheFirst and Second World Wars f'urther justified

such reckoning; pârticularly at. a moment when the· depravity of Europe lay exposed."Leave tbis

Europe where they are nevet donetalking ofMan,yetmurder meneverywhere they:find them.•.l,.ook

at them today swaymg betweeD atomic and spiritual dismtegration.,,185 Euro-Canada's inhuman

relatioriship withFirstNationsandtheir growing impatiencecouldnotwit~tand mtemationalscrutiny

during an erawh~nqanadian diplomats such as LestetB. Pearsonwere leaders ofthe UnitedNations'

huma.nitarian directives}86 Henee, the federal govemment's1951 repeal oftllè Indiall Act's most

oppressive sections cart be rend a$ a publiç admission ofneo-colonialguilt. Jusfthe saIlle, the more

contentious legal issue. of Aboriginal land daims was not to. be addressOO by the Government of

Canada until1974}81

!
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Perhaps the greatest irony ofMan and His World's celebration ofhumanity was ils actualization on

an island in the Saint Lawrence Riverwhich nad l?eenexpropriated by the federal govemment from

the Iroquois shortly after the Second WorldWar.188Accordingly, the soçio-political dilemmas resulting

fromone-hundred years ofCanadianConfederation gave way to grand nationalistic gestures that broke

with the pastat Expo 67. Giantgeometric architectural forms mcludingKatimavik and huge non­

objectivepamtings· such as Guido Molinari's Bi-sériaI orange-vert. were.the newsignifiers of a

burgebning country withstrong cultural ties to AInetican-stylecapitalism. Cill. 24) Experimental

cinematography, simulated natural· environments,and. robotic displays defined the post-modern

potential of Canada.andits provinces. Totalized evocations of Quebec, Ontario, the Western and

Atlanticproyinces representedthe relative densitiesartdeconomicmightofEuro-Canadian populations,

anclernphasized the supremacy ofAnglophone and Francophone values. Similarly,theproximity and

importance of Great Britain'sand France's pavilions demarcate<Î their respective contributions toa

uniqueNorth American nation-state, whose democratic idealshadbecome dependent on diversity and

multiculturalisID.. However, the lack ofanofficial pavilion for the Northwestand YukonTerritories

where Inuit peoples far outnumbered non-NativeCanadians m 1967,was proof ofthisstrategy's

contradictory enunciation. Exclusive narrative defmitions of natioMood inside the Government of

Canada pavilion· also misrepresented. the First .Nations as<a. homogeneous peopletrapped in the

runeteenth century, who lacked any largerrelationship with contemporary Western society. "Cultural

diversityis also the representation ofa radical rhetoric ofthe separation oftotalized cultures that live

unsuIlied bythemtertextuaIity oftheirhistQricallocations, safe mtheUtopianislllS ofamythic memory

of a unique collective identity.,,189 Thl.ls, the nation's bi-cultural rhetoric at Expo 67 can be

characterized as a. mere modem retoolïng ofWestem totalizing directives thaïdate tb colonial times.

A .nofuble absence. among the.·. twenty-six ·participating·. nations ··atthe Canadian •• Unïversal. and

International Exhibitionin Montreal was that·ofthe People's RepublicofChina.. Hnder the leadership

of ChairmanMao Tse-tung smce 1949, this mostpopulousconununist republic had no desire to

pa.rticipate in an event whichglorified capitalism.l90 Pernaps China's presence would have heightened

the global ideological contest that did getplayed out for the over fifty-miHion people who attended

Expo 67. Socio-poIitical differertces between the world's two new superpowers were underlinedby the

I88Dickason, 334.
l89Bhabha, 34.
!9Opulford, 26.
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symbolic placement oftheir respective sites across from each other andseparated by a body ohvater.

The legion of film stars inside the United States of Arnerica'spaviIion communicated a faithin

individualism, wmle the Union of Soviet Socialist Republics' pavilion served as a memorial to the

founderofits colleCtive philosophy.More importantly, their simultaneous emph.asis on spacetravel

as a true indicator of global supremacy did not reveal tms new science's immediate relevance tothe

Cold War's nuclear tbreat. Moreqvert·siglls oftheinternational tension between communismand

capitalism also petmeatedthe fair; as is evident from theilifiammatory statements on bannersinside

the Cuban pavilion regarding American aggression. 'Poison Gas, Bacteriological Weapons,Bombs,

Napalm,l)eath, Centnl1InteUigence Agency', were theçharges leviedagliinst the United States for its

ongoing effortsto deposePresident FidelCastro Ruz's communist regime. (m. 25)On a nationallevel,

France's President General Charles de Gaune infuriatedPrime Minister Lester B. Pearson and inspired

Quebec separatistsduring ms official visit to Expo 67whenhe publicaHy declared: "Vivre le Québec

Libre.,,191 Such a questioning ofCanadian mIe resonated throughout the Indians ofCanada pavilion's

interior,a.s the federal governlIlent's oppressive mstory was clearlY enunciated to visitors."The

government reaUy wanted a positive image in that pavilionand what they got was the truth. That's

whatreaHy shocked them the most."l92 Indian representativesat the world's fair refused to let the

Deparnnent ofIndian Affairs andNorthem Developmentor the Centennial IndianAqvisory Committee

queU their çollective wilL Similarly, paintings created by Norval Morrisseau and Alex Janvier

contested the site's retrogradeanti-modem exterior, while affmning the presence of newartistic

practicesamong Nativepeoples. The umaveHing ofCanada's official cultural intolerance had begun,

at a defining moment in the nation's post-modem future. "It brought a senSe of power to the artists,

people aU ofa suddenrealized what they coulddo,as artists, to conununicate ideas.,,193

Prime Minister Pierre Elliot Trudeau's vision of a 'just society' hada profound effect on the

Government of Canada's public mandate in the late 1960s, asitassumed a moreproactive role in

addressing the nation's inequitable social legacies. The 1968 Official Languages Act recognized the

linguistic rights of over five million French-Çanadiansand represented a symbolic curative for

contemporary geo-political disparities stermnillg frorn .çonfederation.and the absorption ofNew

France into British North America. In contrast,the 1969 ".Statement ofthe Govemment ofCanada on

Indianpolicy" madeby the I)IAND's new nûnister,. Jean Chrétien,. quashed the First Nations'

19ldeGaulle quoted in Time International ofCanada Ltd., Birthday ofa Nation (Montreal: rime
International, 1968). n.p. .
192JIill quoted in Phillips, 1.
193Hill quoted in Brydon, 43.

66



constitutional distinctions according to the British North America Act of 1867, and ignored the

debilitated stateofIndianexistencethat had resultetlftom over acentury ofstate sponsored oppression

The poorly crafted 'white paper's' unanimous rejection by provincial Indianorganizations marked

a convergence ofpolitical wills, while its eventualdefeat confumed the National Indian Brotherhood's

inter-tribal mandate. A newgeneration ofIndian politicians like Harold Cardinal, were fully versed

in Western academic thought and carried the· battle of their nineteenth- and .twentieth-century

predecessors to new heights. "The history ofCanada's Indians is a shameful chronide orthe white

man's disinterest, bis deHberate trampling ofIndian rights and his repeated betrayal ofour trust."194

Cardinal's manifesto, The Uniust Society, Wa5 part ofa continent-wide Native assaulton Euro-North

American. auth,ority,.in an age whenneo-çolonialist directives were being veiled by the modem

democratic posturing of Canada and the l]nitedStates. Vine Deloria Jr.'s 1970 publication, Custer

Died for Your Sins, drew uncomfortable Hnes between racial prejudices that plagued America, and

undermined the superpower's international daim that it was the land offreedom and equality. "The

white man systematicaHy destroyed Indian culture where it existed, but separated blacks from bis midst

so that they were forced to attempt the creation oftheir own cuhure.,,195 Deloria's denunciation ofthe

white man contribllttXi to a larger post-waranti-colonial chorus amongnon-white. peoples, who in

Africa, SOllth America, and Asia transformedtheir discontent into successfularmed revolutions. As

an Algerian Liberation Front activist in 1961,Frantz Fanon posits that •• the fundarnental task for

colonized peoplesthroughout the world is to build national identities. However, physical and cultural

violence always precedesuch constructions as a mirror ofthe process which implanted Westernvalues

on foreign soi!."In the period ofdecolonization, the colonized masses mock at these very values, insult

them, and vomit them Up.,,196 In 1992 Joseph Tehawehron David performed these very acts for the

benefit ofvisitors to the CanadianMuseulll ofCivilization. "Strongemotions came withthe realization

thatinCanada, the 'colonial attitude'. is aliveand wel1, that 'Might is Right' Is still the doctrine

practised."197

J94Cardinal,1.
195DeloriaJr., 173.
196Fanon,43.
197 David quoted in Gerald McMaster and Lee-Ann Martin, Indigena: Contemporary Native Perspectives
(Hull: Canadian Museum ofCivilization, 1992) 146.
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Coopter ID: Inter-tribal Considerations

This chapter opens with an overview of Canadian lndian Art 74 at Toronto's Royal Ontario

Museum, which signais the beginning ofa new national arthistory. Selected works by Sarain Stump

and Guy Sioui represent an emergent socio-political stance within the growing Aboriginal cultural

community. Native-ron art programsand collectives founded in the 1970s are sllown to foster inter­

tribal links across the country, while initiating greater contemporary possibilities for indigenous North

American aesthetics. The Department ofIndian Affairs and Northern Development's sponsorship of

cultural. activities by status Indians. is examined according to its propagation of official Indian art

narratives. Barry Lord's The History of Painting in Canada: Towards A People's Art and selected

writings from Visions: Contemporary Art in Canada then evoke rereadings of Aboriginal cultural

identities througll the carly 1980s. In 1982, New Work By A New Generation, at Regina' s Norman

Mackenzie Art Gallery, established a critical hybridaesthetic discourse, whose most innovative

manifestation is reflected in Edward Poitras' spatial production for tmsshow. The writings ofWalter

Benjamin and RenatoPoggioli then serve as avant-garde reference points for the description ofan

increasingly radical inter-tribal artistic movement. Installation-based practices enabled both Joane

Cardinal-Schubert and Edward Poitras to maintain tms stress on the limitsof identity contexts, as

examined via their works for the Thunder Bay Art Gallery's Stardusters: New Works by Jane Ash

PoUras,Pierre Sioui, Joane Cardinal-Schubert, and Edward PoUras show, which toured across

Canada in 1987.

Canadian Indian Art 74

The Canadianlndian Art 74, exhibition he1d at the Royal Ontario Museum in Toronto from June 4th

to July 14th
, 1974 was a seminal event in the establishment of contemporary narratives for arts and

crafts created by artists ofNative ancestry. As curator, Tom Hill brougllt together a wide variety of

works in an attempt to represent both individual and tribal cultural practices from regions across

Canada. The works exhibited by Sarain Stump and Guy Sioui are ofparticular interest here, for they

signify a type of socio-political cornmentary. analogous tothat voicedin the previously mentioned

manifestos of Harold Cardinal and Vine Deloria Jr . Stump's and Sioui's respective employment of

mixed mediateclmiques also represent crociathybrid interpfetations of indigenous North American

and Western European artistic traditions that were infused with a post-colonial Canàdian politic.
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By the 1970s, the National Museum ofMan andthe Royal Ontario Museum (ROM) began toexpand

tlleir ethnographie collections and exhibition· programs to aCknowledge the resurgenceofcultural

productions by artists of Aboriginal ancestry wllO had assimilated Western formats. forexample,· in

1972, the NMM acquired 15 works-on-paper by Alex Janvier, and in 1978, the ROM organized a

major solo show of ms paintings. In 1967, the Musée du Québec organized an exhibition of

commissioned worksby Norv~d Morrisseau, and in 1972 the ROM purchased Il paintingsby the

same immensely popular Anishnabaiartist. By the mid 1970s, Native cultural industry professionals

wetealso entering the public museum system, and directing the collecting, exhibiting, andanalysis of

contemporary art by artists ofAboriginal ancestry.

Tom HiUhas played a critical role over the pastthirty-five yearsin defming and promoting visua1 arts

in Pirst Nations communities. This Senecacurator, artist, and teacher from the Six Nationsreservation

near Brantford, Ontario, attended the Ontario College ofArt in Toronto from 1963 to 1967, and during

his final year of study received a museology scholarsmp from the National Gallery of Canada. He

participated in Expo 67, creating a circular panel painting for the Indians of Canadapavilion's

exterior entitled The Tree ofPeace. In 1970, while serving as an administrator for the CulturalAffairs

section .of the Department of Indian Affairs and.Northem Development, Hill was appointed co­

ordinator ofthe Indian pavilion at the world's fair in Osaka, Japan. Three years Iater, the budding

artist-curator was assigned the task of co-ordinating Canadian Indian Art 74 in co-operation with

Dr.E.S. Rogers ofthe RoyalOntario Museum's ethnology depatti.nent. The impetus for tms exhibition

occurredduring the planning ofthe lOth annual World Craft Conference atYork University, when

Elizabeth McCutcheon orthe Canadian Guild ofCrafts (CGC) suggested that a nationalIndian arts­

and-crafts showcase be staged in concert with the international event. The CGC then secured support

fromtheRoyal Ontario Museum, as both a venue and sponsor, as well as from the DIAND's Cultural

Affairs section, wmch underwrote Hill's VVork and provided him withacquisition funds.t98

In preparation for Canadian Indian Art 74, Tom Hill travelled across Canada purchasing recently

produced works by artists of Aboriginal ancestry on reservations and in urban centres. His final

selection featured one-hundred-and-seventy-sevenpieces organizedunder the followingheadfugs inthe

198'yom Hill, Canadian Indian Art 74 (Toronto: Royal Ontario Museum, 1974) n.p..
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exhibition catalogue: paintings, modem sculpture, traditional-contemporary sculpture, argillite

sculpture,jeweHery, weaving, beadwork, basketry, ceramics, miscellaneous, and ma.sks. Thecatalogue

entry for each artist's work also includedbislhertribal ancestry as Hill attempted to maintain a

heterogeneous·context for the appreciationofAboriginal cultural productions. Thereduction ofboth

historical and contemporary arts created by Native peoples to "scientific areas," most notably

anthropology, had in the co-ordinator's view "ignored the inherent aesthetic qualities" ofsuch work. l99

In addition to tbis obstacle ofappreciation, the creation of paintings and sculptures "in the Western

sense" was a relatively new phenomenon arnong "Indian artists," making them more prone to

misinterpretationby both Native and non~Native viewers.2OO

Perhaps the greatest dilemma for Hill was that the "bighly individual styles" ofpainters rendered the

work oftraditional-contemporary sculptors in asomewhat "anachromstic" condition.201 The collective

aesthetic quality of the latter category is most evident in the cultural traditions of the Northwest

Coast, which withstood Euro-Canadian attempts to wipe out Aboriginal difference such as the Potlatch

ban. At Canadian Indian Art 74, works by 'Ksan (flourishffig artists' co-operative in Hazelton, British

Columbia, established in 1966 to maintain theintegrity ofGitksan, Tsimshian, Tlingit, Carrier, and

Haida catving and graphie traditions)dommated thetraditional-contemporary sculpture and mask

sections. The collective's works were easilyaccommodated withffi the ROM's anthropological setting,

which included vast holdings ofnineteenth-century works by their ancestors. Furthermore, in Hill's

opinion, the heraldic-utilitarian function of sculptures such as Freda Diesing's 1973 Alderwood

Beaver Bowl set the "modem media" used by painters includingNorval Morrisseau and Alex Janvier,

into a contradictory position. The detachment by these two artists of shamamc and symbolic visual

devices from their tribal origins to accommodate a Western European formatis at the centre ofHill's

"ambiguousartistic"problematic .202 Conversely, theabsorptionofpainting's cOffi1l1odity aesthetic had

gained these two artists and others access to mainstream commercial and public art venues across

Canada in the ·1970s.

The most unorthodox work to be classified as a painting by Tom Hill in the Canadian Indian Art 74

199Jbid.
200fuid.
201Ibid.
2°%id.
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catalogue was Safl~inStulll,p'S 1973acrylic-on-split sheépskin withamounted wooden mask, entitled

The Pain ofthe Indian. (iU.• 26) Ris use of anirregularly shaped bidesupportrecaUs the painted

buffalo.robesworn by nom1;ldic Native peoples.who travelledthe Creat Plains.duringthe eighteenth

and nmeteenth centuries. Similarly, Stump'.s application of unfuixed blue, black, and brown acrylic

paintstodepict arrOws, leaves, and abstraetconfigurations as:flatfonns rfX1aU the graphie vocabuJaries

ofnineteenth-centuryartists on the Great Plain.s including Crop-EaredWolf. Wolfs 1882 Coups

Counted painting on buffalohide evokesa narrative of hismilitary exploits versus the Sioux. and

Plains Cree. (iU. 27) Stump thus brings. the.graphic traditions of his Shoshone and Plains Cree

ancestors forward, while the substitution ofa .buffalo hide for that ofdomesticated animaIs imported

from Western Europe placesthis wor:k in the 1970s, when the formerly free-roammg ~stshad

become a protected species inCanada. His stylisticdevices .canalsobe re1atedto thêSanta Fe Indian

School artists ofthe 1950s, particularly Alan Rouser' s sculpturewhich impressed Stump as a young

man growingup in Fremont COUllty, WyomÏJ:lg.Z03 The 1973 thepainting-assemblage's mass ofarrows

also visuaUy penetrate awooden mask mounted in the centre ofthe sheepskin. The anxiety..riddeIl, life­

sizedhumanface with thongs for hair, squintingeyeS, and an open mouth curvingdownwardat the

corners is a generalderivation ofindigenous maskcarving traditions from the NorthwestCoast. As

such, it relates to the artist' s purported Salish descent. Smmp's synthesis.of divergent tribal sOurces

were indicative of bis ownmixed heritage, whichis. charged with an individual expression ofpain

reIated to the unending psychological abuses committed agaÎrlst Aboriginalpeoples by Euro..North

Americans. His modern lamenttherefore paraUds VineDeloria JI.'s 1970 sentiment that Indians

simply Qesired to be: "freel,lnd undisturbed."z04

During the 1960s SaI'ain Stump (1945-1974) moved fromthe United States 10 the Eden Valley

reservation in Alberta, and worked as a ranch hand in the foothiUs area southwest ofCalgary. The

self-taught artist sold figura~ivedrawings and carvings to local residents d:IJring his sparetime, and in

1970, with the support of Gray's PublishingLimited in Sidney, British Columbia, issued a book of

drawÎrlgs andpoetry caHed There is my PeopleSleeping. 205 The title poem is divided into n.ine sections

eaeh with an image. In the fourth. section, a pen-and-ink drawing of a bald man wearing a suit. and

203Sarain Stump, There Is MvPeople Sleeping (Sidney: Grey's Publishing Ltd, 1970}11.p.
204Deloria Jr., 143.
20sSarain Stump (1945-74), unpublîshed resumé, Indian Art Centre files, .PIANU.
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holding up a pen stands. in front ofacolonialofficer with bis sword drawn. Behind these Euro-North

American figures .is a kneelingNative mati clad rn a Iorn cIoth with bis handsboundbehind hisback.

(HUS) The prose accompanying thisimage states: "and doesn't wanna remember what he owes

yoU.,,206 Stump thus makes aconjornedliterary~graphic referenceto the treaty promises forgotten by

Ottawa'sand Wasbington's pen-wielding bureaucratsinmodern times, ~ndthe Western constraints

placed on Indian peoples.through miIitarymeanS since the 18oos. This same boundandlmeelingman

is paintedin black.· on a smaIlwhiteovallJ.ackground on the lowerright side ofthe1974 she~pskin

work mentioned earlier,addingyet another narrative layer to The Painofthelndian.Such a visual

aside a180 bears comparisonto a 1971statementby its creatorregardingthe condition ofoppression

in North America. "Ifyou keep a maIltiedforYears and thenI~him go- for a while be won't beable

to walk straight for sure. He' II have a hard timestandingup. That's what'sl1appelled to us. But1think

we are headedin the right direction now.,,207 Sarain Stump hadhegun toexert asigrrificant inter-tribal

aesthetic politic in Canada whicb was enhanced hy his position as directotofthe art dèpartmentat the

Saskatchewan Indian Cultural College.

Guy Sioui's2.6 metre-high giantarrow, entitled La Direction,>metaphoricalIy pierced the Royal

Ontario Museum's floor at the Canadian lndian Art 74 show, and Tom Hm considered it within the

modem sculpture category. (ilI.29) This artist ofHuron-Abenaki ancestry studiedfine arts at the École

des Beaux-Arts in Montreal and QuebecCity's Umversité de LavaL He workedprimarily in stone,

silver, and wood during his briefprofessional career. He produced over.~,OOO pipes by the Iate 1970s,

incorporating centuries-oldHuron and Abenaki designs in an effort to create: "new forms ofexpression

for the traditional styles.,,208 The lead arrow"'headoftbis 1973piece resembles chipped-stone projectile

points commonly found 3,t ancientNorth AmericanarcheologicaI sites, and.itis boùnd with thongs

onto an Ashwood shaft thatappears tobteak througb itssupportinghase.. (iIl. 30) Sioui splattered the

arrow's tip with red acrylic paint to undetscore the sculpture-installation'sinjurious potentiaI,while

a feather tied on a thongjust below it'may haveflutteredas upward-lOOkingviewers.movedpast. The

simulatedviolence ofSioui's oversizedweapontl1usecboes theshriU wamingofimpending"hostility"

that Harold Cardinal issued to Euro-North Americans in 1969.209

206Sarain Stump, There IsMy People Sleeping{Sidney: .Grey's PublishingLtd, 1970)n.p.
207Stump quoted in ''Sarain Stump Artist4>0et," Saskatchewan Post WeekendReader, Aug.. 1973: Il.
WSSioui quoted in "Guy Siorn," TheNative Perspective spring 19{8:72.
209Cardinal, 171.
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A pressrelease issued by the Royal Ontario Museum prior to Canadian Indian Art 74's opening

predicted tOOt the show would, "dash even the most soft-spoken stereotyped misconceptions."zlo

However, the small display of eighteenth- and nineteenth-century indigenous North American art

orgaIÙzed by the ROM from its permanent collection (which viewers· had to pass .through before

reaching Hill's selection) contradicted such an adamant intention and diminished the contemporary

work's autonomy. The Toronto institution's reluctarice to supersede the confines of its colonial

scientific authority is conversely revealed inan.overstatement of the show's modem context."Our

visitor might ask himself -..tbis is Canadian Indian art? ..No birchbark canoes,beadwork belts, or

'cute' totem poles here.,,2II Pat Dixon's 1973 miniature argillite carving, entitled Totem, and a full

range ofbeaded apparel including belts by Doris Favell, Juliette Favell, and Rosemary Nothing

contradieted the museum's press release and also disregardçd the curator' semphasis on aeknowledging

temporaldifferences within contemporary indigenous North American cultural productions. The

ROM's authority was tested by Canadian Indian Art 74 as the institution struggled todefine a

temporary position between art and science. This terrain was made more ambiguous by the co­

existence oftribal traditions alongside a new hybrid aesthetic which had theeapacity for socio-political

comment. "We know that the limits the institution places onpotentiallanguage 'moves' are never

established once and for aIl (even ifthey have been formerly defined)."212

Mueh ofthe media attention around Canadian Indian Art 74's focussed on the painters ofAboriginal

aneestry, and their role in fostering a nation-wide cultural community during the post-war era. James

Hickman's 1975 article, "The quiet birth of the new Indian art," for the Imperial Oil Review noted

AlexJanvier's contribution inbringing artists together, along wîth the "political" commentary evoked

through bis work.213 Robert Houle is cited among the young painters showing promise, "who wish to

express themselves through their Indian heritage and their place in western society.,,214 Hence, the

central practice in Canada's art-historical master narratives soon provided a window of entry for

Aboriginal cultural difference within multiculturalism's officiallysanctionedrhetoric. ln bis

retrospective view on inter-tribal art community achievements :from the 1960s to the 19805 for the

21llRoyai Ontario Museum,"Press Release - Canadian Indian Art 74," 1974, DIAND Indian Art Centre
files: 1.
211Ibid
212Lyotard, 17.
2l3James Hickman, "The quiet oirth ofthe new Indian art," Imperial Oïl Review summer 1975: 3.
214Ibid.
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BeyondHistory exhibition catalogue, Hill emphasized how instaUation-based productionswouldcome

to facilitate a more radical space outside such mainstream accommodations."Guy Sioui was perhaps

the frrst Native artist to mount an installation ofwhat he referred to as 'une construction traditioneUe'

ina Canadian mllseum.,,zj5 Physical presences from the past were begirming to be placed in an

aesthetic confrontation with the present

Inter-tribal Links

The Indians of Canadapavilion at Expo 67 and Canadianlndian Art 74 at the Royal Ontario

Museum served to counter exclusive Euro-Canadian art-historieal directives, while initiating personal

and professionallinks betw~artistsofNatlve ancestry. Art programs developed at Native-mn post­

secondary institutions in early 1970s served as lJlore intensive meeting places for young· and mid­

career artists from across North America. The Saskatchewan Indian Cultural College and Quebec's

Manitou College are noted for nurturing a eross- tribal cultural pollenation, and training a new dass

ofart-industry workers. Three publieally sponsored conferences forartists. ofNative ancestry ( 1978,

1979, and 1983) were a1so eritieal to this growing soIidarity, which culminated in the foundation of

the Society ofCanadian Artists ofNative Ancestry.

In the 1940s, the ongoing failure ofresidential schools to assimilate Native children led the Christian

orders who managed them to question their viability,while the federalgovernment had always bœn

dissatisfied with the escalating costs ofresidential and industrial schools.216 As this brutal educational

system was gradually phased outby the DIANDduring the 1950s and 1960s(with the exception of

a few schools that lasted until the late 1980s), Native children were enroBed in provincially mn public

schools. Unfortunately, the rate of secondary. sehool graduates among Native students remained low

as they were unable torelateto strictly Euro-centric curricula,and in 1967, only 200 status Indians

were enrolled in university programs out ofa total student population ofover 60,000.217 This situation

was deemedunaceeptable byNative leaders, induding Harold Cardinal, who insisted that: "The Indian

people must have total control over the education oftheir children.,,218 By1972, the Government of

215J'om Hill and Karen Duffek, Beyond History (VaIlcouver:Vancouver Art Gallery, 1989) 9.
2l6McMiUan, J29~331.
217James Marsh, 00. The Canadian Encydopaedia (Edmonton: Hurtig PublishersUd., 1985) voUI: 213­
214.
2lSCardinal, 60.
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Canada's appalling record in delivering educational services to the FirstNations obligated the DIAND

to accept theNationalIndian Brotherhood's proposaI "Indian Control ofIndian Education." In 1975,

fifty-three band councils wereoperating on-reserve seMoIs fumled by theDIAND, Federalsponsorship

ofpost-secondary in$titutions administered by provincial Native political organizations also occurred

during thisiime, resulting in the establishment ofNative-run art programs at the Saskatchewan Indian

Cultural College in Saskatoon and Manitou College in La Macaza, Quebec.

In 1972, the Federation of Saskatchewan Indians received a grant from the DIAND to establish a

college in Saskatoon that would be affiliated with the University ofSaskatchewan. The Saskatchewan

Indian Cultural College's objective was to: "create educational programsin snch areas as history,

philosophy, religion, art, literature, and. the social sciences in order to help our young people develop

a proud Indian identification.,,219 Sarain Stump was hired by the coIlege in December 1972 to set up

a diploma program featuring instruction in drawing, painting, assemblage, collage, and handicrafts.

Students also learned how to teach art, with the hope that they would go on to instruct Aboriginal youth

across the province as weIl as pursue a teacher's certificate from the University of Saskatchewan's

CoHege of Education. Stump regularlycaIled on eiders and crafts peqple from local Aboriginal

communitiesto impart their knowledge ofindigenous North American world views and art techniques

to students, while he continued to gathervarious tribal stories, ceremonies,and dances from "our oMer

people.'>22O Furthermore, classes in video and performance art exposed pupils to the most recent art­

making practices emanating out ofurban centres in Canada and the United States. Gerald McMaster,

an aspiring artist and educator of Plains Cree ancestry from the Red Pheasant reservation in

Saskatchewan, assisted Stump in developing the art program's curriculum which became known as

'Indart.' The prqgram also included a crucial touring component that enabled Shunp and McMaster

to teach··.art to children in Native. communities across the province. McMaster eventuaIly became a

central figure in promoting an inter-tribal identity for Canada, and his curatorial efforts are discussed

in Chapter IV ofthis dissertation.

The difference between Western and North American aesthetic philosophies that Sarain Stump

2J~odney Soonias, "Saskatchewan Indian Cultural College," (Saskatoon: Saskatchewan Indian Cultural
CoHege, 1973) 6 .
220Stump, n.p.
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imparted to students in the lndart program is summed up in rus 1973 publication for the Saskatchewan

Indian Cultural CoUege, entitled Two Forms of Art. "We can maybe say that whHe European art

traditionally tries to portray forms, Americanlndiailart concentrates most in reproducing feelings and

ideas.,,22I Perhaps, The Pain ofthe lndian's emoiive human face and organic as weIl as synthetic

element combinations can be considered an early hybrid ofsuch disparate traditions. Local settings or

situations were a critical source of inteUectual, spiritual, and material inspiration for Stump, who

encouraged his pupilsto bring forward the "cioseness to nature"oftribalarts.222 The artist..poet created

an illustrated guide to accompany ms discussion <>fIndian art, wruch includes Hopi porteryimages and

Cree quiU workdesigns. (HL 31) Ceremonial arts were also centraltolndart's focus on retracing and

reinventing ancient relationships betweenhumans and their environments. During the spring of 1974,

Stump travelled with a group ofms students to the Moose Woods reservation in North Dakota, where

they performed the deer dance,.round dance, andscalp dance in an openfield. (il!. 32)Dressed in hide

clothlngwith beadwork and carrying drums, spears, and rartles they had made incl&sses over the

winter, this group immersed themselves in eighteenth- and nineteenth-century ritual acts ofthe Great

Plains. Stump later entitIed this event "Ancient Mobiles" for a photographie documentary-and-prose

piece in Tawow magazine. "Today we can loùk at sorne ofthese objects through the glass ofmuseum

cases and admire theircolours, design compositions and volumes, too often unaware ofthe fact that

here they are perfectly still, while in the mindoftheir makers they had been conceived as mobile art."223

Edward Poitras, a young amst ofmixed Métis and Plains Cree ancestry from Regina, was among the

Indart students who participated mAndent Mobiles. Stump's art and teachings influenced Poitras'

turntoinstallation-based practices as a means offusing various tribal art traditions, wmle looking to

Westem avant-garde aestheties.

The Saskatchewan Indian Cultural CoUege's objectives were sirnilar to those ofManitou CoUege in

La Maçaza, Quebec, which provided a unique type of training for Aboriginal students from across

Canada betWeen 1972 .and 1976. Tms innovative school receivedfunding through the DIAND's

Cultural Education Centres Program, whose activities focussed on language training, history, and the

development of educational materials. Manitou CoUege was also integrated mto Quebec's Centre

22ISaraïn Sfump, "TwoFortnsofArt," (Saskatoon: Saskatchewan Indian Cultural College, 1973) n.p.
222J:bid.
223Sarain Stump,"Ancient Mobiles," Tawow faH 1974: 3.
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d'Enseignement Généralet 4'EducationPermanente. system, wmle the.lndiansofQuebec Association

served as its principaladmfuistr{ltiveauthority. Robert Houle, ayoung painterand art-education

student at McGill Umversity, was con,tractedto produce a feasibility study for the creation of an arts

program at thenew post-secondary institution. Hev1$ited the Institute ofAmerican Indian Arts in Sante

Fe, New Mexico, anrlrecommended adopting a comparable curriculum for La Macaza which would

empha$ize the reinterpreta:tionof indigenous North American art traditionsaccording to modem

contexts.224 In 1972, .i\1amtou College began offering a three-year progra.m in Nativei\rtsand

Commuwcations that: "encouragedartjsts.not omy to address .issues ofpolitical and social [devance,

but alSo gain a deeper understandingoftraditionalspiritualism."225

Domingo Cisneros,. an artist ofmixed Tepehuane a.nd Métis ancestry, was hiredby Manitou College

in·1974, to serve as head of Native Arts and COmmunications. From 1959 to 1961,he studiedin the

FacuItyof Architecture and the Faculty ofPhiIosophy and Letters at Mexico's University ofNuevo

Leon. Cisnerosthenenrolledinthe Umversity ofMexico's Qinematographic Studies program from

1963 to 1966, however by 1969, he was forced to seekrefùge in Canadadueto.m$leftistpolitical

activitiesp6 Prior tomsemploYlllentat the college,the artist began investigating the cultural traditions

ofWoodIand Cree and A1gonquinP({OpIes in Quebec through the study of local museumcollections

and byvisiting reserves. where .he talked "to the oldpeople about how they did things."m At the

coHege, the MexicanMétis atiist commumcated tms cross"tribal information-gatheringtostudentsyia

courses inritual arts wmch emphasized a knowledgeoflife forces known as 'manitou' . Guy Sioui, who

was not officiaUy registered at the. school, participated in pipe-making classes and attended seminars

given by local elderson ceremonial traditions.228 Cisnerosalso designed a classthat entailed living in

the woods near La Macaza for anextended pe:riod oftime. "1 opened a course for survival in the bush,

sort ofasha~nistictype9fthil1g,spiritual.Weinvitedmedicinemen and'wentinto the sweat lodges.

And fa$iil1g il1 the woods,thewildetness."229 As astudent in the Native Arts and Communications

224BruceB~stein:'Corttext for the Growt1land Deveiopmentof theJndian Art Woddin the 1960s and
1970s," in W.J. Rushing,ed" Native American Art orthe Twentielh Centurv (Loodoo: Routledge, 1999)
57-71.
225Hil1 and Duffek, 9~lO.
~ana Nemifoit "'Artists" in Diana NemiroffetaI,Land. Spirit, Power: The First Nations at the
NatioeaI Gallery ofSanada(Ottawa:Natiooal GaIleryofCanada 1992) 128-
wCisneros .quotedinTed Lindberg, "Art Form CriticaI ofSociety," Leftwords fun 1979: 12.
228HilIandDllffek,9.
229ÇiSnerosquoted in Lindberg, 13.
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program at Manitou CoUege in 1976, Edward Poitras used such experiences to produce spaces of

hybrid spiritual·awareness.

The fust National Native Artists Conference in the faU of 1978 was hQsted by the.Ojibway Cultural

Centre on Manitoulin Island, Ontario, andjointly organizOO by the Department ofIndian Affairs and

NorthemDevelopment amlthe Secreta,ry ofState. David General, a sculptor ofMohawk ancestry and

headofthe DIAND's CulturalAffairs Department, stated in bis opening remarks for the conference

that its purpose was to"createlines ofcOmmunication between artistsacross Canada.'mo A.mong the

more established artists in atlendance was Alex Janvier, who questioned thefederal govemment's

authority to guide cultural initiatives by First Nations people and madeartists cognizant of their

combined professional and social obligations."! think we have a commitment to ourselves as artists,

to our tribes and to Indian people in general.',231 The second National Native ArtistsConference took

place in 1979 at the SaskatchewanIndian Federated College iIlI{egina which, twoyears earlier, had

evolved out ofthe Saskatchewan Indian Cultural CoUege. Topies ofdebate were similar tothose ofthe

previous conferenceand includOO: "rouseums vs. galleries, traditionalVs. contemporary, and ethnology

vs. art bistory.,,232 The Manitoulin and Regina events ultimately 100 to theproposed creation of the

Society of Canadian Artists of Native Ancestry (SCANA) at the third conferenceheId in 1983 at

'Ksan, British Columbia.

SCANA was. formally incorporatOO in 1985 with start-up funds from the DIAND, and the new

collective's mandate was "toimprove the recognition and representation of contemporary Canadian

art by artists of Native Indian ancestry.',233 The society lobbied public gaUeries and museums in

Canada·to begin the process of rewriting collection and exhibition policies that aCknowlOOged the

importance of workcreated by contemporary artistsofNative ancestry. Perhaps the most tangible

restilt of such efforts was.theparticipation of representatives from the Nationàl Gallery of Canada,

the Vancouver Art Gallery, the Thunder. Bay Art Gallery, and the University ofBritish Columbia

Museum ofAnthropology,· in tlle fourth National Native IndianArtists Symposium. Duringthisevent,

230General quoted in ''Manitoulin '78 the art conference," The NativePerspeetive winter1978: 47.
23IJanvier quoted in. ''Manitoulin'78theart conference," TheNative Perspective winter 1978: 48.
moavid General, "Would It CarryMore Weight IfIt We.re Written In Stone?" Artscraft summer-fall
1989: 3L
233''SCANA Takes Control," Artscraft winter 1989: 16.
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held ai Alberta's University ofLethbridge in the$ummer of1987,.SCANA members heldsuch public

in!>titutionsaccountable for their role in marginalizing andurisinterpreting the arts ofthe First Nat~ons.

The society also impressed uponthe public servants.m attend~ce aneed for immediate reparations.z34

EdwardPoitras, JoaneCardinal-Schubert, Carl Bearn., Jane AshPoitras, Pierre 8ioui, and Bob Boyer

were the key artists at the Let~bridge symposium, as they represeuteda gerieration of professionally

trainedartists whosework hadgainedrecognition inartist-run, university, public, and private galleries.

CarlBeam, a painter ofObjiwaancestry from ManitoulinIsland, was themostcritically acdaimed and

commercially successful artist on the panel.ije made the foilowing demand for theconsid~ration of

cultural productions in FifstNations communities during twentieth century.. "The manufactureofthat

pieceofwork uses aU the Qperatives ofmy ancestors atanytimeintheir history. SOO••.years ago,

1,000...·10,000...1t doesn't reaUy matter! Fm hete! l'm interpreting my reality....lfyou can understand

that then you can. seç me. as a Native Artist witha larger mandate for the people that l paint for,

including myself."m

Indian Art and First Nations Art History

The terro lndian art1s linked to the Government ()fCanada's post-war cultural initiatives, particularly

thosetaken by the DepartmentoOndian Affairs andNorthernDevelopment'sCultural AffairsDivision

from 1966 onward. This DIANDagency's mandate topromote both arts and craftswas dommated by

variousmarketing strategiesthat treated culturalproductions primarily as national commodities. Inthe

early 1980s, the Cultural Affairs Division had also assumedthe role ofan arts granting bodyaswell

as ail art bank,whileNative-run organizations sinIggIed to secure control over public funding for the

promotioIl ofarts and crafts.The art historyofthe FirstNations in Canadaduring thepost-war efa

isthus intertwiIled withthe DIAND's directives, as demonstratedin Olive Patricia Dickason's 1972,

federally sponsQredpublication, IIldian Arts iIl Canada. Barry Lord's1974 text, The History of

Painting in canada: Towarda People's Art, theu represents the fIfSt national survey to consider Fifst

Nationsartsasequalinvalueto those ofEuro-Canada. Thf.l0ngoingrevision ofCanada's art-historieal

masterrtatt:;itives in the 1980s wastaken up by acollectiveçfeditors and writers who issued Visions:

Contcinporary Art in Canada. This 1983 cross-sectionaloverview featured works by Alex Janvier,

234seeAlfrOO Young Man, 00., Networking: The Fourth National Native Indian Artists Symposium
(Lethbridge: Univet"sityofSoutbem Alberta, 1988) 8'"20.
235Beam quotOOin Young Man, 85.
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Daphne üdjig, Sarain StumP, and Bill Reid, .as Aboriginal identities areconsidered vital to the project

ofexpanding Canada's cultural context.

In 1949, theGovemment ofCanada established a Royal·Commission on National Development in the

Arts, Letters, and Sciences, headed. by Vincent Massey. Massey's 1951 report. recommended that the

federal govemment take an active role in su.pportingthe cultural and scientific activities ofCanadians

throughan arms-lengthfundingagency.With the subsequentestablishment of theCanada Council for

the Arts in 1957, artists, galleries, and museums gainedaccess to publicfunding; however the future

Govemor General's fmdingsmade orny a.fleeting reference tothe cultural worth orthe. First Nations.

Conversely, Audrey and Harry Hawthorn's 1950 Report ofContemporary Art orthe CanadlanJndian,

which the Royal Commissioncontracted, suggested that Indians }Vere capable ofre-establishing their

contributionto Canadian art.23
<; Responsibility for such artistic recuperation was eventuallydelegated

to the DIAND, and it established a Cultural Affairs section in 1964, with a mandate to"pro$ote and

facilitate the development of various forms. of Indian cultural expression in the arts, arrange for

scholarships and assist in the organization of looianart exhibitions."237 The Indian Art Centre was

created the following year to document the newsection's support ofartists, exhibitions, andprograms,

as weil as to .administer to the DIAND's growing art collection. As mentioned in Chapter Il, the

Cultural Affairs section guided the lndians ojCanadapavilion's genesis,and Alex Janvierplayed an

imp()rtant role in establishing a sovereign voiee for theFirstNationsatExpo 67. In his capaeity as.an

arts-and..erafts consultant for the DIAND from 1965 to 1967, Janvier also expanded the Indian Art

Centre's collection of paintings and sculptures,whiIe encouragingyoung artists to produce

"individualistie" work.238 In 1969, the DIAN[) established the Indian Eskimo EconomicDevelopment

Branch,and it set in motion a fiye-year Indianarts..and-crafts marketing plan adIninistered by the

Central Marketing Service (CMS) .

TheCMSpurchasedboth arts and crafts inbulkfromreserve communities across Canada at wholesale

priees, and then re-distributed works rangingfrom moccasins toprints to retai! outlets.run by Native

236Audrey and Harry Hawthorn, ."Rl;j)orton CQfitemporary Art ofthe Canadian Indian,"Royal
CommissiQfi on NationalDevelopment in Arts, Letters, and Sciences, (Ottawa: Queen's Printer, 1950) 17.
23"'K.D. Uppal, A Reviewand Analysis orthe CulfuralDevelopmentDivision (Ottawa: Dep~rtmentof
Indian Affairsand N()rtherD Development,.1973) 10.
238Janvier quoted in "Indian ArtistHas New Post," Edmonton Journal·Sl;j)i. 24, 1965:10.
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al1dnqn-Native entrepren~urs. During the 1970s, thisservice agency also reintroducedth~stretched­

beaver-peltsymbol,originally used by the DIANDin tbe.1960s, •to authenticate a Iimited-edition print

series featuring imagesbyAl~x Janvier,NorvalMorriss~u, Daphne Odjig, and Jackson Beardy. The

actual rubberstamping ofart led these artists and others to foundtheprofessionalNativeIn4ian Artists

Incorporated, which objetted to the mass marketing of lndian •art for EUtû-Canadian .buyers.

Meanwhile, the CulfuralAifairs section continued to build ifs collectiqn as weUas administer grants

toartists and institutions, induding direct funding to exhibitions such as Cqnadian Iildian Art 74,

Star4usters, and Beyond History.

By 1975, the Canadian Indian Marketing Service. (CIMS) replaced the CMS, taking control of over

$400,000.00 worth ofinventory wbichhad been accumulatedsince the 1960s. TheCIMSartempted

to secureNative input and approvalfor their operations through the NationalIridian Arts Council,

whichfeâ}ured Tom Hill, Alex Janvier, Jackson Beardy, and Bill Reid. This councilwas disbanded on

short notice in 1977 because its objectives regularly conflicted with those of the Canadian Indian

Marketing Service.239 The following year, theCanadian Indian Marketing Service wasdissolvedby

the federal government and its stock sold of[ Thereafter, the promotionofarts and crafts was taken

up bythe National lndian Arts· and CraftsCorporation(NIACC), a non-profit lndian-run body that

received funding from the DIAND, the NativeCitizens Directorate, the Secretary ofState,andprivate

fqundations. In 1989,NIACC beganpublishingArtscraft, a quarterly magazinemandatedto facilitate

communication betweenarts-and-craft:s poople,.as weIl as heighten the profile of "contemporary

Native cultural expression." 240 Theappearance ofthisperiodical therefore denotes yet another instance

whenaninter-tribal body successn.dly eut into the DIAND's superstructure.

First Nationsart·discourse in Canada.extends back to the noo-colonial collusions of att.historians,

anthropo10gisfs, and politicalleaders.Consequently, if new national narratives were tore-emerge in

the. 1970s, if wouldnecessitate rejecting nineteenth-century conceptsthat treated "Indian Art" as a

timeless phenomenon.241 Unfortunately,the DIANb's post war-efforts to create Il market for Indian

arts and crafu would orny vei1such modem Western prejudices. Perhaps the most germane example

2J9"fomHin, "ARetrospeetofIndian Art," The Native Perspective spring 1978: 37.
240<:laudetteFortin,"From the Editor'sDesk,"Artscraft SUIDIller, 1989: 4.
241see Forster, 347-367.
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of tbis problematic link between methodology and economic interests can be found in Olive Patricia

Dickason's 1972 publication, Indian Arts in Canada. Dickason, an academic ofMétis ancestry, was

contractOO by the DIAND to write an art bistory intendOO for "persons engaged in the buying and

seUing ofIndian arts and artifacts." 242 The introduction to tbis governmentaHy fmanced book sets out

a polarizing task for contemporary artists ofNative ancestry."Canada's Indian artist is facOO with the

necessity ofmaking a decision: should he accept his own culture as the weUspring for bis inspiration,

or should· he assimilate into Western culture and express bis creativity in art forms that give no

indication of his particular cultural background?,,243 Dickason's isolation of Aboriginal North

American and Western-European aesthetics.in Canada effectively denies over five-hundrOO years of

cultural exchange, while setting an impossible standard for cultural purity in the present.Thiscriterion

echoes the levels of acculturation assignOO to tribal peoples across Canada by the anthropologist

Diamond Jenness, who used such racist measurements to prOOict the amount of timé before their

inevitable demise in the late-twentieth century.

Dickason's flfst chapter, "The Setting, and Some Early Impressions," offers a comparative timetable

for the appreciationofNative culturalevocationS according to developments inEurope, and it begins

in the twelfth century RC. with Greek muraIs and concludes in the nineteenth century with sculpture

by theParisianartist August Rodin. This diametrical approach to artistic practices precipitates the next

chapter's violence, as "Two Worlds CoUide" makes no account for the co-dependant relationship

between Western European imperial objectives and the eventual subjection of the First Nations to

foreign mie. The "European cultural tidal wave" therefore represents an apolitical and amoral force

that must by necessity consume weaker cultures.244 However, Dickason is unable to maintain the

textual separation ofIndian and Western arts throughout, aHowing for tpe fact that. Native art forms

during colonialtimes were "sometimesinterwoven with the new forms"introducOO from France and

England.245 Chapter three, entitlOO "Passionate Observers," assures buyers. that such passive

contaminations "do not affect the 'Indianness' of the finished product."246 Therefore, the numerous

pre-twentieth-century works reproducOO in chapters one through three, most of which are from the

242Tom Hill, "Introduction" in Olive Patricia Dickason, Indian Arts in Canada, (Ottawa: Department of
Indian Affairs.and Northem Deve1opment, 1972) 6.
243Dickason, 3.
244Dickason, 44.
245Ibid, 38.
246Ibid, 74.
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National Museum ofMan's collection, provide readers with an opportunity to visually authenticate the

post-war items catalogued in the final two chapters.

In chapter four, "Readjustment and Rebirth," the author urges contemporary artists ofNative ancestry

to address the "problem ofbridging the gap between the world ofyesterday and the world oftoday,"

and fmd a "new raison d'etre" for their work.247 She then downplays the most radical artistic sbift to

occur in tribal communities across Canada during the post-war era, as only five paintings of the

traditional oil-on-canvas format are reproduced among the thirty eight works featured in the final two

chapters. In the fifth chapter, "Coming to Terms," the author makes a superficial reference to the

"unforseen consequences" of the Potlatch ban.248 However, she makes no mention of the federal

govemment's responsibility for such attempts atcultural genocide. This strategy.effectively distances

current "Indian art styles" from any connection to modern Euro-Canadian assimilative directives,

including the Trudeau government's failed 1969 'white paper' on Indian poliey. Furthermore, Alex

Janvier's praetice is described as lacking cultural relevance because it supposedly "eschewed both

Indian style and subjects.,,249 His prominent 287 Indian status number signature on Little Britches

Rodeo, an 1966 oil-on-board reproduced from the DIAND's collection, is a symbolic affront to

Western neo-eolonialism that Dickason seems to purposefuUy evade. Thus, the author empties

twentieth-century FirstNations art bistory ofa growing inter-tribal trend in which Western art formats

were infused with new Aboriginal identities. Perhaps such art's emerging demands for socio-politcal

change iIlustrated a threat that the DIAND was unprepared to face.

Barry Lord's History ofPainting in Canada: Towards a People's Art is the only national survey tex!

to begin with an art history of the First Nations and Inuit; establishing aeontemporary context for

works by Norval Morrisseau, Allen Sapp, and Ashevak Kenojuack. Issued in 1974 by New Canada

Press, the CanadianLiberation Movement's publishing arm, tbis book caUs out to patriotic Canadian,

Québecois, and Native peoples for a new art that breaks with colonialism's legacies inNorth America.

In the fust ehapter, entitled "Paintingofthe Native Peoples," works ranging from ancient pictographs

rendered by unknown Ojibwa shaman-artists in northern Ontario to a buffalo-bide painting created by

241bid,91.
24&Jbid, 113.
24'TIickasOfi, 95.

83



an elderly Sarei warrior in 1929, otIer examples of"an art ofthepeople."250 The author'sMaoist

sentiments then lead him toemphasize how such artistie endeavours reflect "the struggle· for

production, that pitted tribes against nature as weIl asimperial rul~sfrQmFrance, Britain, the United

States, and Canada.,,251 Nineteenth~century painting, carving, andweavingtraditions ontheNorthwest

Coastarc;: described according to indigenous social dass and propertysystems. The decline of sueh

heralqic arts in the early-twentieth century isattribl.lted. to .Euro-Canadian"oppressors,"as Lord

chastises the federalgovernment and Christianmissionaries foreonspiring todestroy tribes.252 He also

holds the Royal Ontario Museum and theNational MuseumofManmorally accountableforKwakiutl

worksjn their holdings that were. confiscatedduring a Potlatch raid exeeuted by Royal Canadian

Mounted Police at AJert 13ay, B.C.in 1922. The Dominion's despotic past was eatehing upwithits

liberalpresent, as organizati()ns.ineludingtheNational IndianBrotherhoodwere effectively stirring the

collective eonseieneeofEuro-Canadians tbrough the 1970s.

The Ojibwa Warriors SOcÎyty's 1964 occupation of Anicnabe Park near Kenora, and· a.current

confrontationbetweent~ProvinceofQuebec and the Gree peoples over the James Bay hydfo-electrie

projectare cited by Lordis politieal struggles thatcan feed a cultural renewal.ln the late 1980s,this

author's prophetie words were realized through installation practices, as selected artists produced

urgent responses to increasingly violent clashes between Canadian authorities and the First Nations.

Norval Morrisseau'slegend-based paintings are thenused hyLordto represent another facet ofNative

cultural potential wllich entails the re~establishmentofalostllistory. This innovative arthistorian is

reluctantto embrace such eontemporary work beeause he ~ees itas lacking a "materialor social

hase."253 Soapstoneearvings, lithographie prints, and drawingscreated by. Inuit artists also serve to

maintain ancient helief systems in the Canadianarctic.. Fromthe 1950s onward, thèse practices were

graduallyexploited by the federal goyernment .via econoDlie subsidies to a point. whereLord daims

thyy beeame anempty formof "cultural nationalism."254.1>ublic fundingfor the arls·is thus a subtle

means fOf gaining control overthelnuit and First Nations, while denyingJhem the political power to

regain their sovereigntyand stolen lands. The HistoryofPainting in Canada: Toward a People's Art' s

2SOJ3arry Lord, The History ofPamtingin Canada: Towarda People's Art (TOfOlltO: NCPress, 1974) 9.
25IIbid, 11.
252Jbid, l '7.
253Ibid, 19.
254Ibid, 20.
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narrativepoignancy as related to Native peoples therefore lies inits.deliberate breach of Canadian

arthistory's excl~sivemethodology,combined with theambiguous terrain, aesth(;)tic 1'itfa11s, and socio­

political potential that the author lays out for future Native artists.

The National Museum of Man started to address theproblematiccontext of itsoverwhelming

authority over Nativepeoples' cultural patrimonythroughthe 1977 creationofa p(;)rrnanent curatorial

postdevoted to contemporary Jnillan art. Robert Houle, who graduated witha Bachelor ofEducation

from McGiII University in. 1975, hadjust begun to show rus paintings at public and commercial

ga11eries inCentral Canada when theNMM bired him. for this new position. ln 1978, Houle wrote an

essay for The Native Perspective, a Native-run quarterly published by the National.Association of

Friendsbip Centres ip Ottawa. His essay inthe newly established periodiçaluses the paintingsofAlex

Janvier to examine a significant gap in the nation's identity. In "J\lex Janvier: 20th century native

symboIs &.·ima,ges," Houle· opens by commending the.NMM·for opening a long overdue dialogue

between.Canadian Indians and Euro-Canadians throughits expanded mandate. He daims these two

peoples "Both somehow have remained and have developed intellectually separate from one another

for overfour hundred years.',255 Art as a formof communication canthusbe employed to bridge tbis

rational divide, and for Houle, the paintings ofAlex Janvier represent an innovative blend ofNative

awareness and Westerntraditions. However, access to redefiningCanada's identity.is also contingent

on rejecting the bi-cultural master narrative thatwas lauded at Expo 67. .• "Onechataeteristic of the

Native perspective is the irre!evance ofthe tech.l1i.cal argument ofCanada:s two founding groups, i.e.,

the English and the French. The moment has arrived to develop. anew combination using Native

sensibilities and western tradition."256InJ980, Houkresigned from hispo~tat the NMM, dajming the

institution refused to abandon an anthropological approachto the collecting and.programming of

contemporaryart byartists ofAboriginaI ancestry.257 The possibilityofa nationallysanctionedplace

for FirstNatiofis art anddiscourses in Canada appeared to have experienced a falsestart.

A growing disconteni withthepervasiveness ofCanadiallart bistory's;master narrative mode! inspired

co-editors Robert Bringhurst, .Geoffrey James, Russell •Kezier~, and Doris. Shadbolt to assemble

255I{obert.Boule, "Alex Janvier: Twentieth CenturyNative SymbolsandJmages," The Native Perspective
fuU 1978: 16.
256lliid.
25"'Victoria Henry, "Breaking the Bonds ofHi&t:ory," Artscraft summer 1990: 24

85



Visions: Contemporary Art in Canada in 1983. This publicationexamines post-war art from a thematic

perspective that breaks witb the national art survey texts discussed thus far.ltscollective discourse

purports "a synçptic, pluraHst view on the diversity and vigour of contemporary art in Canada.MSS

However,.suchan altruistic goal does not supersedethe overarehingEnglish-Canadianstandard evident

in each essay; particularly with regard to the treatment of artistic developments among the Fifst

Nations. TerrenceHeath, a playwright, poet, and eritic from Saskatoon, attempts to gaugethe reactions

ofselected artists to physical and psychological settings in "A Sense ofPlace." Such a long-standing

art-historical concem in Canada may account for bis regurgitation of the "deux nations" concept; a

decidedly anti-Native.political and cultural position considered irrelevant by post-Waf writers ranging

from Harold Cardinal to Robert Houle.259 Furthermore, Heath's attempt to incorporate Native

sensibiIities areprefaced by discussions ofthe Vancouver painter, Jack Shadbolt's "transformations

of the Indian spirit world," and Toronto sculptor Liz Magor's "totems of a contemporary kind."260

Upon discussing Bill Reid's 1980 Raven and the First Men, from the University ofBritish Columbia

Museum ofAnthropology's collection, Heath adamantly states that the artist ofHaida ancestry's work

is: "clearIy a piece ofgaUery sculpture.,,261 lronicaIly, the author then turns to the Vancouver-based

anthropologist Wilson Dufffor a quotation to confirm the art-historical value ofReid's carvings.

Charlotte Townsend-Gault, a curator, anthropologist,and authority on Kwakiutl art, offers a more·

tenable place for work by artists ofNative ancestry in Canada. Her essay in Visions: Contemporary

Art in Canada, "Redefining the Role," explores how sorne artists invest theif respective practices with

overt socio-politicaI co-ordinates as a means ofself-definition. Alberta-bompainter WiIliamKurelek's

art is said to conjure up a rural Ukrainian immigrant experience on the prairies in thel950s, while

Ontarioartist, Jamelie Hassan's objects evoke the state of Argentinian refugees in exile from that

nation's military junta during the 1970s.262 Her discussion then shifts to a fucus on the collective

dilernma faced by Alex Janvier, Daphne Odjig, :NorvaIMorrisseau, andSarain Stump."Consequently

the role of the native artist in Canada tüday extends from the preservation of traditional culture ­

bringing artists' talents to bear on traditional forms for traditional purposes - to the task ofidentifying

25~obert Bringhurst et al., edts., Visions: Contemporary Art in Canada (Vancouver: Douglas and
McIntyI"e" 1983) 9.
259'ferrence Hea.th, "A Sense ofPlace," in Bringhurst et al., 41.
26Ilfuid,69 .,. 70.
26lJbid, 76.
26~harlotte TOWnsend-Gault, "Redefining the Role," in Bringhurst et al., 131, 141.
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new images relevant to their people in a changing world."263 The problematics of traditional art are

further equated with carving as weIl asprintmaking among the Northwest Coast tribes, as works by

Robert Davidson, Ioe David, and Lyle Wilson seem to be granted oruy a tentative Canadian context.

Fortunately, the author does accurately note the endemic "anger, frustration, and despair" ofthe First

Nations' CUITent socio-political situation in Canada, with regard to how Stump and Janvier evoke such

emotions through their art.264

It was aImost decade after the issue of Visions: Contemporary Artin Canada before the National

Gallery fully recognized the rise of ahybrid indigenous North American and Western European

aesthetic. in Canada. The tide ofCanadian arthistory had only begun to smft with the appearance of

The History of Painting in Canada: Towards a People's Art in 1973, and the perpetuation of

exclusionary survey discourses through the 1980s is noted in Chapter IV. Early contributions to First

Nations art-history by Tom Hill and Robert Houle are thus critical to this study as they convey a

direct involvement in stories that they write.

New Work ByA New Generation

"1 would like to suggest that a group of us malcontents get together and perform the sacred ritual of

the Dadaists for the origin ofa new name. We will choose a new language that nobody can identify

with and we will purchase a dictionary for it. We will shoot an arrow at this dictionary and the word

upon which the tip of the aITOW touches will be our new name. This will give us freedom because

nobody will know what to expect."265

This statement by Edward Poitras in the New Work By A New Generation catalogue, indicated a

growingfrustration amongcertainyoungartists ofNativeancestry inCanada. The aesthetic limitations

prescribed by officialIndian art narratives were at thenexus oftheir lament,·as underlined by curator

Robert Houle in ms essay for this 1982 show at the Norman Mackenzie Art Gallery in Regina.

Paintings, sculptures, and assemblages by sixteen artists from across Canada and the United States

were assembled for the exhibition, wmch wasa co-operative venture between the gallery, the Indian

263Ibid, 151.
264Ibid.
265poitras quotedin Robert Houle, New Work Ev A New Generation (Regina: Norman Mackenzie Art
Gallery, 1983) 63.
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Federated CoUege, .andthe World AssemlJly ofFirstNations.266 The showalso functioned as a cultur~l

component for the Assembly's international meeting ofindigenous leaders in Regina that summer, and

was officially opened by Rer Royal HighnessPrincess ••. Anne of Great Britain. In her. catalogue

foreword,the gaHery's director, Carol PhiUips,underlinestheneed for correctiveEuro-North American

discoUfSes. "Although. the purpose of the exhibition is to look only at younger Irtdian .. artists, the

selection ofpieceswas made in terros of contemporary judgements and not~hnographic values.,,267

Robert Houle's· curatorial essay "The Emergence of a New Aesthetic Traditio.n," descrtbes the

conditionsfromwbichthe selected artists had emerged, and how theynegotiate the differtmcesbetween

NorthAmerican and Westem European aesthetic traditions. Theproblemsofpatemalistic support and

anthr9Pologi~1 reading are common pitfalls whichinHoule'sopinion threatento relegate the works

in question to a position outside the art gallery environment. Throughtheir respective<art school

experiences each of theexhibiting artists has acquired an individual "plastic language" that is

inherently cross-cultural.268 Educational factors al$o help toexplain a shiff away from conventional

tribal vocabularies such as those uSed by c~lfversortthe Northwest·Coast, or th~.constantly recycled

cosmological imagery of self-taught artistsJikeNorval Morrisseau and the Woodland Schooi painters

heinspired. Houle cites the work oftwo post war New York artist$ who influenced his practice as a

painter, .however tbis artistic terrain is reversed. inhis curatorial role through a .discussion of how

indigenous North Americanarts have inf0nned.thesesame leaders ofWestern modernism.269 Jackson

Pollock's method ofpaintingonthe floor is revealed as indebtedtoNavajo sand painting rimaIs, wbile

BamettNewman's strategiesfor undermining pictorial concepts ofWestembeauty are related to bis

interest in indigenous carving and graphic traditions on the Northwest Coast.270

The artists in New. Wotk By A New Generation are· honoured by the· curator for their collective

contributionto:~'the reconstruction ofcultural and spiritual values eroded by faceless bureaucracy and

266In 1977 the Saskatchewan Indian CulturalCollege moved from Saskatoon to Regina and was
transfonned into aBachelor ofFine Alisprogram at the Saskatchewan Indian Federated CoHege which
was associated with theUniversity ofRegina.
267Carol Phillips, "Foreword," in Houle, l.
268J-Ioule, 3.
~arie-Jeanne Musiol, 'lIoole and theOjibway leaves," 'The Native PerSpective spring 1978: 21.
27OfIoule, 3.
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atheistic technology."271 Houle's cOIltempt simultaneously Tefers tothe radst directivesof Canada's

Department of IndiaI) Af'faïrs.and Northem Development, as weIl as Atnerica's Bureau of Indial'l

Affairs, but he also places a responsibility for addressing humanity'ssufferings inille late-tWentieth

century \Vith the selected artists. Such.a Hnkbetween political actiY~sm alldcultural expression among

oppressed peoplesis reminiscent ofFrantz.Fanon'sclaim fol' the building ofnational cultures .among

oppressedpeoples. "We believelhatthe. conscions andorganizedundertakingby a colonized PeQple

re-estàblish the sovereignty. of that nation· constitutes themost. complete and obvious cultural

manifestation thatexi$ts...Thisnew hUIllamty cannot do otherwise than define a new humamsm both

for itselfand for others."272

In1980, theNational Indian Brotherhood transformed itselfinto the Assembly ofFirstNations(AFN),

and the new organization successfully lobbied the federalgovel'nInent to have provisions for Aboriginal

peoples' rights inc1uded in Canada's repatriated Constitution Act of 1982.273 Themost vehement

opposition to the proposed enshrinement of this privilege in the Canadian Charter of Rights and

Freedo~ came· from the premiers of theWestem provinces, an.ÏIldication that Aboriginal

empowerment had yet to be fully accepted by Euro-Canadians.274 This lack of political currency

among non-Native leaders parallels Houle'slament regarding there1uctance ofpatrons to invest in the

"new aesthetic" ondisplay at the NorrnanMackenzie Art Gallery, for fear that it was not "a genuine

indigenous expression.,,275

Robert Houle'sseleetion of Domingo Cisneros and EdwardPoitrasfor New Work by A New

Generation underlined the importance oftheir shared contact with Manitou College which, by 1976,

had become a hotbed of "Indian nationalisni"276 The re-authorization ofboth materialsand themes

derived from nineteenth-century Aboriginal sources was central to the multi-media practices ofthese

two artists. Their respective creations at tbis 1982 group show alsoserved to offset the predominance

of paintings and drawings,while marking .a direct aesthetic progression from Stump's and Sioui's

works in Canadian lndian Art 74.• Hence, the graduai adoption of installation-based practices by a

271Thid.
272panon, 245-246.
273Aboriginal is definedas Indian, Inuit, and Métis in the Constitution Act, 1982: chap.15, sec.!.
274MiHer, 236-24();
275Houle, 4.
27&Yom Hill, "A Retrospect ofIndian Art," The Native. Perspective spring 1978: 37.
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select group of artists in Canada is shawn ta be conditioned by an inter-tribal experience.

Domingo Cisneros (b. 1942) continued to reside in La Macaza after Manitou CoUege's unexpected

c10sing in 1976, and the surrounding Laurentian forest served as thewel1spring for his art. The artist' s

1980 work, As Cultures Pass By, in the Regina show was constructed from birch slabs, ash, babiche,

rabbit fur, bearandmoose bones, and cow tails. (m .33) As a hunter-scavenger artist, Cisneros creates

an assemblage directly Iinking art tonature, whiIe the techniques of hispractice rangefrom tanning

hides to making cedar oil. His combinations ofbothwild and domesticated animal parts acknowledge

a Westem European existence on the North American landscape. Such a subtle contrast between the

continental origins of organic elements thus ties bis work to Sarain Stump's, with regard ta the

American~born artist's use of a buffalo robe painted on split sheepskin for The Pain ofthe lndian.

Cisneros' elaborate snowshoes also relatetohis teachings at Manitou College, where students learned

how to reproduce ancientNative technology including modes oftransportation, weaponry, architecture,

and clothing.277 The display of such footwear in a striding position on the Norman Mackenzie Art

Gallery's wall, combined with the mist's substitution ofmoose bones for feet, invoked the existence

of a physicaUy incomplete being suspended between life and death. This ambiguity can be read as

pertaining to the ongoing alienation of Aboriginal peoples by Euro-North American society, and the

simultaneous advancementamong Nativepeoples in deveIopingpost-colonial cultural resistance

movements. Such enigmatic circumstances are further defined by Cisneros in his artist's statementfor

New Work by A New Generation. "There is no name for tbis kind of art as yet. Due to the nature of

the materials, there i8aninunediate tendeney to label it 'primitive' or 'ethnie.' It is neither ofthese. The

origins ofan ofus, physieal and artistic, lie in nature. 1think a bear, or abird, is as contemporary and

as cross-cultural as an automobile."27&

The most innovative work in New Work ByA New Generation was Edward Poitras' Stars in Sand,

as it .invited viewers to witness a highly charged spiritual space. (ilt 34) Dated June 1982, tbis

installation was created just prior to the exhibition'sofficial opening on July 9th, and occupied a room

separate from the other works in the show. Poitras' materials included stones, ribbons, plexi-glass,

canvas, cheese cloth, fibre-fin, an old army stretcher, electric fans, strobe lights, and a tape-recording.

277Cisneros quoted in Lindberg, 13.
278Cisneros quoted in Houle, 23.
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The stage-like settingof Stars in Sand began on the floor witll a ring of stones,sollle ofwhich were

randomly spread both inside and outside ofits loosely defmed parameters. Suspended frolllthe ceiling

justabove the stotlering was an oversized shirt fashioned from cheese-cloth, whoseformmimickedthat

of gannents wom bymen for the Ghost Dance ceremonies on dIe Great Plains dm·ing the. late­

nineteenthçentury. Hanging off the replicated shirt's outstretched arms were vari01ls lengths of

coloured ribpon, wbich flutteredin thebreeze proouced by two electric fans on the floor below. An old

army· stretcher secured to the ceiling, supported two large sheetsofplexi-glass that hung down just

abovethe floor on either side ofthe opaque gannent and stonecircle. Paintedonto the surface ofeaeh

shoot, .as thougll transposed onto the shirt, were silhouettes of soaring eagles. Along the entire top

length of both sheets,whére theymet the ceiling, were painted silhouettes of giant eagles in profile,

hovering within a mass ofspotted strato-cumulus clouds.and looking down ontothe space beJoW.

Located below one of the giant bird's neck's and affixed to.the shirt's surfacewasa moming or

daybreak star, and this symbolis regularly found on bide paintings and shirts used in the Ghostpance

as weIl asthé Sun Dance .(ill. 35) The artist spreadfibre-fill among the rocks on the floor, and stuffed

it along the top of the stretcher just below the ceiling in a metaphoric continuation of thepaiJlted

clouds. Finally, strobe lights flashed, while the sounds of thunder resonated through the small room

occupied byStars in Sand in the Norman Mackenzie Art Gallery over the summer of 1982.

Stars in Sand wasundoubtedJy related to the Regina-bom artist'soontact with both SarainStump and

Domingo Cisneros; more specifically, on the emphasis oftheir teachings on using visions and dreams

as a source for artistic production.279 Poitras' circle is the most obvious refereIlceto a "visionary

symbol," that Houle describes in the exhibition catalogue essayas central to much of "traditional

North American iIndian art.,,280 The stones and fibre-fill scattered outside this shape's outline also

suggested. an action-in-progress;further emphasized by the upwarddiagonal fligllt of theeagle

silhouettes around the replicated Ghost DanceshÎrt. Viewer's looking through this layered work might

have considered the prospect ofahuman-likeentity ascendingfrom the stone circle ontbeground irito

the thundering sky scene occupied by the giantspotted eagle. Such static elements gained theatrical

effect via the fans, strobe lights,.and thunder sounds whichultimately plaçed the space in·aperpetual

279poitras quoted in Robert Enright, "The Incomparable Rightness of ln Between," Border Crossings faU
1995: 30.
280J-Ioule, 4.
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state ofvisual and auditory sensation.

Poitras' interest in the prophecies ofBlack Elk, an OgIala Sioux visionary bom in themid.. nineteenth

century, help explain the instaIlation'saction.28J In the Sioux prophet's "Great Vision," wmch

occurred in the 18605 when American andCanadianmiIitary forces were attempting to exterminate

then<:>madic nations ofthe Great Plains, the sixpowers orthe world revealed themselves to mm. The

story. begins with Black Elk facing west, a position indicative of a thunder vision wmch prepares a

person t9become a warrior. Each of the powers, who takethe form of human grandfathers with

transfoffilative capacities, then approachhim offering their respective strengths as weUas advice and

power objects. For example, the third grandfather from the East, where the sun shines continually,

gives Black Elk the daybreak star and peace pipe to encourage wisdom. The fifthgrandfather,

representing the spirit of the sky, grants hirn the ability to watch over the people. "He stretched ms

arms and turned into a.spotted eagle hovering..Nou shan go across the earth with my power.,,282 The

sixth grandfather,· representing the spirit of the earth, foUows with a warning about the future."My

boy, have courage, for my power shaIJ be yours, and you shaH need it, for your nation onthe earth will

have great troubles.,,283 Throughout Black EIk's prophecy, the Sioux nationis referenced by a hoop.

Bence, it would.appear that the suspended ritual space produced by Poitras was one ofmetaphysical

transformation based on the "Great Vison," as he invites viewers to witness the spiritual process ofa

dancing entitygaining power for the protection of Aboriginal nationhood.

EdwardPoitras' reiteration of Aboriginal spirit!lal beliefs is intirnately tied to twentieth-century

Westemavant-garde aesthetics. His aversion to the terro 'Indianart' in the New Work Bya New

Generation catalogue was extracted from a letter he sentto the curator Houle, a.nd it reveaIs an

appreciation ofWestern Europe's anti-art traditions. "The word Dada was accidentally discovered by

Hugo BaH and myselfin a German-French dictionary, as we were looking for aname for Madame le

Roy, the chanteuse atour cabaret. Dada is French for wooden horse. It is impressive in its brevity and

suggestiveness. Soon Dada became thesignboard for aIl the art that we launched in the Cabaret

28ICurtis J.. CoUins, "Black Horse Offerings; An Interview with Edward Poitras," Artscraft winter .1991 ;
27.
282John Neihardt, 00., Black Elk Speaks 1932 (Lincoln; University ofNehcaska Press, 1961) 29.
283Neihardt, 30.
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Voltaire."2&4 Tbis movement originated out ofZurich, Switzer1and during the First World War, and

its adherents rejected the manner in which Western society treated pa.inting and sculpture as a

commodity. Marcel Duchamp was a k:a.ding proponent of Dada's revolutionary concepts, and bis

manipulations of d01ncstic and industriai nbjects for gallery settings hada profound impact on the

development of installation art in North America. The French artist's work served to guide Poitras'

choices ofboth materials and contexts for Years tocome.2S5 Fibre-fill, plexi-gIass, cheese-cloth, an

oid atmy stretcher, fans, audio equipmertt, and strobe lights were therefore placed in a somewhat

contradictory function ofreproducing a non-Western spiritual space.

Stars in Sand ca.rt thU.s be viewed as constantly wavering between the aesthetic poles of Western

Europe's most radiçal twentieth-century develoPlllent and what will be demonstrated later as the

closing moment in a hybrid nineteenth-century North American tradition on the Great Plains. Houle

considers Poitras' construction ofthis temporary state for New Work ByA New Generation according

to a larger "trans-cultural" phenomenon among the selected artists, whose personal experiences do not

preclude "tribal" considerations.286 Such a precarious cultural situationwas weIl beyond the unsuHied

qualities that official Indian art had demanded in 1972. "Canada's Indian artist is faced with the

necessity ofmaking a. decision: should he accept bis own culture as the weUspring for bis inspiration,

or should he assimilate into Western culture and express his creativityin art forfiS that give no

indication of bis particularcultural background?"287

Avant-Garde Conditions

Duringthe 1970s, works by Sarain Stump, Alex Janvier, Norval Morrisseau, Daphne Odjig, and Guy

Sioui were most accurately pomayed asa "whoHy new and sometimesambiguous artistic

expression."288 By the 1980s tbis assumption led to the treatment ofassemblages and installations by

Domingo Cisneros and Edward Poitras from the perspective of a "new aesthetic language."289 If the

above art assumptions·by Tom Hill and Robert Houle are set within the discourse ofWestern cultural

2ll4Richard Huelsenbeck, "A History ofDadaism," in Herschel B. Chipp, 00., Theories ofModem Art
(Berkley: University ofCalifomia Press, 1968) 377-378.
285-poitras quoted in Enright, 27.
286Houle, 3,2.
motckason, 3.
28&fom Hill, Canadian Indian Art 74 (Toronto: Royal Ontario Museum, 1974) n.p.
289JIoule, 3.
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politics, which bothcurator's acknowledge as central totheart in question, then the possibility for an

inter-tribalavant-garde can be intimated. Such anart-historical objective is advanced according to the

thooriesofWalter Benjamin and Renato Poggioli, in order to confirm this model's Western European

progressaIldrelevancy to indigenous North Americans. Literary examples drawn from those authors

ofNativeancestry previou.sly mentioned then provide further proof ofvanguard qualities that were

absorbedby the First Nations during the post war period. The avant~gardepotentialoutlined here also

returnsin. Ghapter IV as a primer· for the post-colonial and post~modern strategies taken up by the

Canadian Museum ofCivilization and the National Gallery of Canada in 1992.

The avant-garde is a military term which originatedin France, and it describes the. troops moving at

the head ofan army who are responsible for preliminary skirmishes withenemy forces. Such shock

troops wereoften sent to slaugbterso that the soldiers following them had a solid position from which

to carry on the hattle. Although Walter Benjamin does not discussthe avant-garde's semiotic shift from

a military to an artistic reference, his essay entitled "The Work of Art in the Age of Mechanical

Reproduction" provides aninsigbtfulperspectiveon the "formulation ofrevolutionary demandsin the

politicsof art.,,290 The German·Jewishauthor from Berlin frrst published this discussion ofthe new

relationshipbetween art and politicsin 1939, asanemigrant man ofletters living in Paris wherebe

came into contact with Dada, Surrealist, and Futurist art and literature. He Sees the existence ofthese

reactionary movements as directly related to the "tremendous. shattering of the traditions of art" that

image and sound-recording technology precipitated in Western. Europe}'>l This same aesthetic

shattering can he preScribed to theFirstNations during the latter halforthe nineteenth-century in most

circumstances, and it alsoinvolved a damaging by way ofthe Western noo-colonial forces descrihed

in Coopter 1. The installations onder review are thus relevant toBeIÙamin's avant-garde frame of

referencein that they represent.a commensurateartistic recovery.

Ancient· drawings of elk on Cave wans, presumably in the Occident, representsthe pointat which

Benjamin estahlishes art's original fonction as an instrument of "magÎc/' and it is tbis quality that

Dadaartists· in the early-twentieth century 50Ugbt to tecuperate.292 .Sarain Stump's Ancient Mobiles

ZXWaltet Benjamin, "The Work ofArt in theAge ofMeèhanical Reproduction," in I-lannah Arendt, 00.,
Walter Benjamin: Illuminations (New York: Schoken Books, 1968) 218.
291Ibid, 221.
292Ibid, 225.
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performance in the spring of1974 pursued a comparable ritual retrieval, as he turned to pre-twentieth­

century indigenous North American sources for ritual inspiration. The author then moves from ancient

pictographs to religious paintings and sculptures created in the Middle Ages, asserting that art's

original mystical context graduaUy merged with the needs of Christian institutions. He portrays the

European Renaissance as the beginning of"the cult ofbeauty," which affected a simultaneous decline

in the ritual presence ofart over tmee centuries.293 The advent of socialism and photography during

the mid-nineteenth century are enjoined by Benjamin to account for the fmal transformation of arCs

purpose in the early-twentieth century. "Instead of being based on ritual, it begins to be based on

another practice - politics.,,294

Undoubtedly, themost stringent application of such a beautypoIitic canbefoundin Western art,.

historicalsurveys that support nationalistic ideologies. In 1925, Western beauty was thus placed at the

service Ofcolonialismby NewtonMacTavish, wh()se art-historical survey, The Fine Arts in Canada,

reducedaestheticprôductions ofNative peoples to an "almost" art.295 Furthermore, suchsuppression

oftribalart's magic traditionsoccun;ed at the samemoment when the FirstNatiol1s had been stripped

ofthçit" politjcal rights by the Canadian and Ametican governments. In 1969, this devitaIized cultural

cirCUlllStaIlceprowptedVineDeloria Jr. to assert the modernIndian's reJa.tionto Euro-NorthAmerican

society as "unreal .and .ahistoricaI!'296 More than twtmtyyears later, Maliseet artist Lance Belanger

des.cribed hisassemblage-instaHatioIl auhe CanadianMusemnof CiviIization for lndigemlas "A

beacon ofculturalparadoxin 1992."297 The Western denuding ofAboriginal human rights in North

America marks a critical difference between.the possibility for an inter-tribal avant-garde and its

modeUing oIla revolutionaryspace within WestemEurope's llliddle classes;

Benjamin goes on to daim the invention of sound-tracked fihn and its rapid growth as a mass­

entertainment industry in Western Europe and North America over the fust half of the twentieth

century causeda diminishmcntinthe "aura" ofpainting.298 The "representationofreality by film" was

the ultimate m~hanical permeationofhumanexistence, whichcouldbe made available to large groups

293Ibid,224.
294Ibid.
mMacTavish,
296Deloria Jr., 2.
297Belanger quoted in McMaster and Martin, 124.
~enjamin, 222.
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ofpeopleat the same time and thus brought about·a "decrease.in social. significance ofart.,,299 Expo

67's plethora·ofexperimental films and new screening techniques is ·anexceUent example ofhow this

mediumcametodominateWestern society'svisionofitselfduring thepost-war era. Cinema audiences,

he suggests, reacted ina .progressive manner to alterationsin the format and content offilm, whereas

the dream imagery, subconscious exe'rcises,and fantastic gestures introducedbyParisian Surrealist

painters and writers solicited more "reactionary" responses among gallery viewers and readers.300

The "hard" reaction of Jean Chrétien, in his cl:l.pacity as Minister of Indian Affairs and Northem

Development, to Guy Sioui's giant blood spattered arrow on the openingnight of Canadian Indian

Art 74 thercfore marks a similar antagonistic relationship .between the viewer and the work. 301

According to Benjamin, the avant-garde's extrcme positiorr thus pre-empts "market values," and he

cites the recyded objects andmaterials used by Dada artistsin Zurich duringtheearly 1900s as an

exal11pleofanti-capitalist art.302 This same cultural-economic logic is linked to installation arCs

Americanadvent in the next chapter. It also hasa beating on the artisticcircumstance in Canada

claimed by Robert H()Ule. In the New Work By A New Generation catalogue, the cura.tor-artist states

that thepaintings, sculptures, assemblages, and installation on display are "not readily marketable"

because oftheircollective hybrid aesthetic.303 .Furthermore, these differences between material and

symbolic avant-garde resistances are shown to collapse in selected temporal settings produced by

artists ofAboriginal ancestry during the late 1980s.

Walter Benjamin concludes "The Work ofArt in the Age ofMechanical Reproduction" by asserting

architecture as the perfectmodel for artbecause it is received in "a state of distraction.,,304 Such

experiencingofspace is criticalhere with regard toillStallation art's emancipatory potential. "For the

tasks which face the hUl11an apparatus ofperception at the turning points ofhistory cannot be solved

by opticalmeans, thatis,by contemplation alone..,,305 A turning point in Canada's history happened

in 1992,an<l it will be firmly linkcd to Aboriginal sites of difference.

299Jbid, 234.
JOtlR>id, 235.
30lTpm Ilill,"A Retrœpect ofIndian Art," The NativePerspectiveBpring, 1978: 36.
3()2Benjamin,237.
303Ro~ Houle, New Work Br a New Generation (Regna: Norman Mackenzie Art Gallery, 1982) 3.
304&njamin, 239.
305Ibid,240.
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Renato Poggioli, an ltalian theorist who. immigrated to the United States and taught comparative

literature at ijarvard University, tirst issued bis comprehensive study ofavant-garde art in 1962

entitled .The Theory ofthe Avant-Garde.· The·author states that tbis phenomenon is clearly French in

origin and dates to the lime ofKing Louis-Pbilippe l'sabdication in the 1848 Revolution, makingit

a sociolpgical asoPPosedtQanaesthetic fact. Industrialismalso accounted for concurrent shifts in

Europe's larger political structure from autocratie to democraticrule bythe mid-nineteenthcentury;

wbichfostered aninseparaple joining ofart and society. However, Poggioli declares the mostcrucial

transf0rtnation in Western cultural tbinking was: "the doctrine ofart as·an instrument for social action

and reform, a means ofrevolutionary propaganda and agitation." 306 The tetm avant-garde's earliest

non -military use is then attributed to a 1878 Swiss periodical of politicalagitation calledL'Avant­

garde. Aceording to the author, theavant-garde's chronology as a.cldturaJ entityparallels that of

"modern art.,,307 Roth Hill and Houle invoked a general sense.· of modern art as the contexts for

Canadian IndianArt 74andNew WorkByA New Generation, and it becomes a narrative connecting

point to Western art history for artists rangingfromNorvalMorrisseau to Edward Poitras.

Modern art history is possessed· of both schoolsand movements in Poggioli's estimation, with the

forrrier prodticing variants oftraditional poeticswhile the later makes hostile proclamations and issues

manifestos.The author credits the Parisian poet and theorist André Breton, who wrote tbe "Manifeste

du Surréalisme: .Poisson soluble" in 1924, with defining the actiyist nature of movements "par

excellence" when he proposed firing a volley shot into a crowd.30s By the mid 1980s the inter-tribal

art community inÇaIlada had begun to experiencean internaI polarizatiop, as the publically subsidized

ptoponents oflndian art (including the WoodlandSchool·Painters) were targeted by younger artists

who were delvinginto socio-political issues. Robert Houle was publically criticaIofthe Art Gallery

ofOntario's fust majorsbow ofcontemporary Native art, Norval Morrisseau and the Emergence of

the Image Makersco-curated by Tom Hill and Elizabeth McLuhan. "1 thinkthe AGOexhibit should

onlyhave beel'iMorrisseàu; therestwasself-serving.neo-nativism, Neo-nativism isa Iackof will, a

lack ofchara<;ter,. a Iack of independent free spirit - jt aIl depends on nostalgia,it's very naive, and 1

306Renato Poggioli, TheTheory ofthe Avant-Garde 1962. trans. Gerald Fitzgerald (Cambridge: Harvard
University Press, 1968) 9.
3lI7Jbicl, 15
308Jbid,33.
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think fundamentally it caters tothe dominantconceptofwhafnatives should be.,,309 Houle's attack

thus squarely placed him in opposition to both whathad become mainstream Canadian art, and to

Bin's championingofthe "Woodpecker School.,,310

Anotht;:r central quality of theavant-garde for Poggioli is itsfury, and he uses the Itali<\nFuturist

movementas an Ideal example. In the 1910s, tbis group of painters and sculptors caUed for the

destruction of museumsand libraries,and this "moment df agonism" represents an inherent

psychologieal tendency witmn modern Western society.3U Such a cultural logicofviolent protest

paTaUeIs the decolonizingprocesscaJled forby FrantzFandn,whoinsisted thatNorth Africans subject

tbeir European opprèssors to "searing bllUets and blqodStall1edknives.,,312 Guy Sioui's bloodied arrow

at the Royal Ontario Museum win come tosignify an avant-garde precursor to thearmed stand-off

spaceproduced by Joseph TehawehronPavid for theCanadian Museum ofCivilization in 1992. Art,

activism,(l.nd violence. constitute an intertwined .quaIity that l'an through the inter-tribal· conununity

in Canada via instaUation-based practices fromthe 1970s thtoughthe 1990s.

The avant-garde can orny prevail where liberty exists. according to PoggioUi, and he submits

govemment prohibitions on Futurismin ItalY,iConstructivism in Russi<\, andDadain Getmany through

the twentietb century's first halfas proof ofthis socio-political necessity.313 The author then turns to

m()dern art in North America, whichhecharacteri:z;es (l.S lacking in militancy due to a.n absence of

longstanding Western cultural systems. "By way ofrelative demonstration, one might point to the fact

that the break betwœn avant-garde culture and traditional culture is less sharpin North America than

in continental Europe where the social system is more closely tied tothe past, tO ancient institutions

and traditional cllstoms, rigidand age-old stfuctures.,,314 Th~ relative easeand quickness in wbich

instaJlation-basedpractices wereabsorbed bymainstream America:qinstitutions will bear outPogglio's

observations. Undoubtedly, theauthor's Europeanbearihg did not·allow hitn to take notice of the rise

in inter-tribal politieal organizations, with regard totheircultural impact on. Canada and the United

States aftertbe Second WorId War.Nor eould he ha.ve accounted for the influence of activistssuch

:lWHoulequotedin Jay Scott, "1 Lostit atthe Trading Post," Canadian Art winter 1985:37.
31o.HouJeperSonai interview June 14, 1986.
3Ilpoggioli,65.
:ll2panon, 37.
313poggiolli, 101.
3J%id,107.
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as Harold Cardinal and Vine Deloria Jr., who provided artists ofNative ancestry with an inteliectual

lead for the rejection of Western authority. "We will not trust the govemment with our futures any

longer. Now they must listen to and Iearn from US.,,315

Benjamin'sarid Poggioli'sdefinjtions of theavant~garde'saestljeticoriginsand manifestations in

WestemEuropean therefore serve a twofoidpurposcintbis study. FirstofaU, .as a way ofrecognizing

an oppositiona1.statebetWeenofficiai Indian art and a hybridFirstNati()ns art, and seeondly to prepare

a Western art-bistorical foundation for signifyingartistic activism in the .late-twentieth century.

Furthermore, the avant-garde is soontaken up as a syTIonymous tenn ofrefereneefor installation-based

practices by artists of Aboriginalancestry in Canada.

Stardusters

The Society ofCanadian Artists ofNative Ancestry's conferences m .1979, 1983 and 1987setved to

solidifY communications amongan mter-tribal comnulnity that emerged from cities, towns, villages,

and reseryations across the country. The NewWorkByA New Generation exhibition brought together

the most innovative practitioners ofa hybrid North Ameriean aesthetic who, by the mid 1980s, were

acbieving regional acknowledgmentinpublic institutions ranging from the Norman Mackenzie Art

Gallery to the Heard Museum m Phoenix, .i\.rizona. Commercialvenuessuch. asthe Ufundi Gallery m

Ottawa and the BrignaU Gallery iriToronto hadalsoestabIished a steadymarket for paintmgs, prmts,

anddrawmgs by artists. mcludmg Robert Houle, Joane Cardinal-Schubert, Bob Boyer, G~rald

McMaster, and Carl Bearn, du,rmgthe late 1980s. The.1986 Stardusters: New Worksby Jane Ash

Poitras, pierre Sioui, Joafle Cardinal-Schubert, and Edward Poitraséxhibition atthe Thunder Bay

Art Gallery in Ontario will thus demark the bégînningofanofficiaUy sanctioned radical Aboriginai

voiee.

The Thunder Bay Art Galiçry's dual mandate as a National Exhibition Centre. and Centre for Indian

Artprovided the impetus for its production of the Stardusters exhibitiol'l, symposium, and cross­

country tour. Fmancial.support for tbis ambitious· projeet· came from a wide variety of sources

mcluding: the federai Department ofCommunications, the Canada Council for the Arts, the Ontario

Ministry of Citizenship· and· CommUnications, the·Department of Indian .•. Affairs and Northern

315Cardinal, 17.
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Development, GreatLakes Forest Products Ltd., the Canadian Imperial BankofCommerce, the Royal

Bank ofCanada, and Air Canada. Such financing signaIs a shift in government that occurred in 1985

as the Progressive Conservative Party, under the leadership of Prime Minister Brian Mulroney,

encouraged corporate support of the arts. This show thus stands as the sole example among the six

exhibitions under review where the Euro-Canadian business community stood alongside the federal

government in supporting an urgent cali for cultural empowerment.

Curator Gary Mainprize makes a strident charge in his introduction for the elimination ofconventional

culr.ual references with regard to the works created by the four artists featured in the show. "But, they

are not Indian artists, nor are tbey representatives ofany new school of Indian art. ,,316 However, the

Aboriginal curator's daim seems to stand in contradiction to the catalogue's "Message" from the

Honourable Flora MacDonald, Minister of Communications, who reveals that the six featured

individuals were chosenfrom over two hundredNativepainters, sculptors, and multi-media artists from

across the country.317 Selected works by Joane Cardinal-Schubert and Edward Poitras for this show,

which travelled to Regina, Bumaby, Lethbridge, Ottawa, Rivière-du-Loup, and Sherbrooke, win now

offer a perspectiveonhow installation practices served to heightensuch contextual tensions in Canada.

Joane Cardinal-Schubert (h. 1942), who grew up in Red Deer, Alberta, graduated from the Alberta

College ofArt in 1968 and went on to complete a Bachelor ofFine Arts at the University ofCalgary

in 1977. This artist-curator of Blood and German-Canadian ancestry began exhibiting her art at

professional venues in Alberta during the mid 1970s. In 1978, she worked as an assistant curator at

the University ofCalgary Art Gallery, and then from 1979 to 1985 served as the assistant curator at

the Nickel Arts Museum in Calgary. Much ofCardinal-Schubert's early art focussed on nineteenth­

century historical figures including theMétis leader Louis Riel and the Plains CreechiefPoundMaker,

both ofwhom played key roles in the 1885 North-West Rebellion. Archivai photographs ofthese

individuals were a crucial source of information for the artist. She transformed them into single and

multiple oil-on-canvas portraits. These paintings of rebelleaders were her response to the manner in

which Canada's identity was dominated by Euro-Canadian personalities. "In 1969, at 27, l, like many

3
16Mainpdze,7.

317FloraMacDonald, "Messag~," in Gary Mainprize, Stardusters: New Works by Jane Ash Poitras. Pierte
Sioui, Joane Cardinal-Schubert,EdwardPoitras (Thunder Bay: Thunder Bay ArfGallery, ·1986) 4.
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Native People had begun to realize that there was little or nothing eelebrated about our People, byour

people, inthis Nation Country.,,318

The year of Cardinal-Schubert's cultural realization corresponded with a moment of heightened

tensions betweenthe First Nations and Canada, when Harold Cardinalissued his frrst manifesto and

Native political associations unanimously voiced their rejection ofthe Liberal Party's"Statement of

the GovemmentofCanada on Indian PoHey." Like. Stump, Cisneros, and Poitras, Cardinal- Schubert

was not raised on an Indianreservation, and so her search for Aboriginal identity cornes. from a greater

collectivedistance than maybeequated with artistssuch as RobertHoule, Guy Sioui, and Iater Rebecca

Belmore. This gap proved troublesome for Cardinal-Schubert when the town of Gleiehen, Alberta,

invited her to createa temporary work for its Art Park in 1984. The Calgary-based artist's resulting

Hommage to Smallboy installation, which combined elements from tee pee, sweat lodge,and Sun

Dance structures indigenous to greatGreat Plains,_ was criticized by local PiainsÇree eIders as

disrespectful to the memory of the recently deceased Chief Robert Smallboy.319 The charging of

installation art with North American shamamstic references had become a treacherous tasknot aiways

embraced or appreciated by First Nations leaders, eIders, and communities it aspired to serve.

Indigenous architecture and technology from the Great Plains also inspired Joane Cardinal-Schubert's

new work for Stardusters entitled Preservation of a Species: The Drying Rack. (ill. 36) Her

temporary construction is of particular interest here as it represents an early version from a series of

Preservation ofa Species installations examined in the next chapter. This 1986 work mimicked an

ancient form of technology commonly used by nomadic tribes to·prepare animal. skins, .• and· was

constructed by Cardinal-Schubert from pine poles lashed together with thongs. Hanging from a rack

were two pieces ofcanvas cutto resemble the drying bides ofan eagle and a human. The artist painted

skeletalor X-ray patterns on each hide-like canvas using broWIl, red, and black oil paint as weIl as

graphite. These were reminiscent of ancient pictographs she had studied at Writing-on-Stone,

Alberta.320 Finally, the eight-foot-high by eleven-foot-Iong rack was set atop two sheets ofplexi-glass.

318Joane Cardinal- Schubert, "Glancing rock..." in Kathyrn Burns, Jrone Cardinal-Schubert: Two Decades
(Calgary:Muttart Public Gallery, 1997) 19.
31~rad·Teeter, "Insulting the Eiders - A Cree Chiefs Memorial Angers the Blackfoot," Albert Report faU
1984:16
320GQdin, Deborah. This is My History: Joane Cardinal Schubert (Thunder Bay: Thunder Bay Art Gallery,
1985) 5.
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The Drying Rack is listed as a work in progress in the exhibition catalogue, for the artist wasin the

midst ofcreating a larger Perseveration ofa Sp(!cies project. This exhibition series would ultimately

link the loss ofsovereignty among Aboriginalpeoples in CaIla~ to theàuthority heldover First

Nations' .ritual arts by Western museums. "These ceremonial objects are an important link in the

cultural practice ofmost ceremonial rituals. Without them life was meaningless, they werethe cultural

videos and bibles ofthe tÎIne. Ifsomeone were to remove the chalïce from the tabernacle in the Catholïc

ritual, the ceremony could not continue...This is our heritage!,,321 In .11er 19&6 component piece, the

canvas bides thus symbolized a death of rights for indigenous North American peoples and animaIs,

wbich are affixed to a temporary.structure so viewers can witness the process ofWestern oppression

in a more visceral way. Skeletalimages of aturtle and a coyote onthe reverse side ofthe.eagle- and

human-like canvases evoke the transformative power that Native peoples have exercised in their social

adjustment and cultural rebirthduring the late twentieth century."The old ways will teach us and

preserve us meaning Indian people ,we arethe transformers able to survive alL..despite aIl. ,,322

Tbis installation also functions on a more personallevel, and recaUs the artist's cbildhood fascination

with .11er father's trapping and tanning skills."He used to stretch muskratsaèross boards and tack

them in long rectangles along the wall. As a kid, 1was curious ofhow the bides had been scraped, their

smell,colours, and fur.,,323 The conceptual interplay between personal bistory, indigenous North

American aesfhetics, and Euro-Canadian scientific authority prompts the curator to cautioriviewers

that tbis work ofartextends "beyond the literal.,,324Such an enigmatic message was further underlined

by .11er placement of The Drying Rack on a plexi-glass base that signifies Western

"technology/oil/chemicals etc" as somehow supporting Aboriginal 10ss.325

In the Stardusters catalogue, Edward Poitras' practice is characterized by Gary Mainprize as

dependent on the service of rituals. "His art is about magic, spiritual enlightenment, personal

321Joane Cardinal-Schubert,"In the Red," Fuse magazine full 1989: 22.
3ZZCardinal-Schubert electronic mail interview, Mar. 15,2001-
323Cardinal-Schubert quotedin Gerald McMaster:'Responding To Everyday Life:An Interview with Joane
Cardinal-Schubert," in Burns, 15.
324Mainprize, 23.
325Cardinal-Schubert electronic mail interview, Mar. 15,2001.
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experiences andvisions, the survival ofthe individual andthe endurance ofcultural values.,,326 Poitras'

direct tumto the Sun Dance and Ghost Dance for inspiration, as demonstrated by Stars in Sands,

increasingly exposed mm to criticism from Abpriginal eiders in the Regina area. In the early 1980s,

thearti~tis reportedto havesuspended bis mostexperimental performance-instaUation work.$"rather

than he misunderstood by bis own community.,,327

Among the eight new works by Poitras featuredin Stardusters, InternaI Recall offered viewers an

0PPOrtunity to witness a ritual-like act in suspension.(ilt 37)Seven life-sÎzed male figuresconstructed

from wire mesh covered with linen strips dipped in polymer resin glue were situated on the Thunder

Bay ArtGaUery's floorin acircular configuration. These meeling figures with bowed heads and horse

hair manes have their hands tied behind their backs, and each restraining length of TOpe was further

affixedtothe gallery's ceiling.•Such a poserecalls the bound black·and white figure in Saré!-inStump's

The Pain ofthe Indian at Canadian Indian Art 74. Stump's imagery and teachings would prove to

exert anenduring influence over Poitras through the 1980s and 1990s. "1 might have outgrown it on

the surface, but l'm still trying to grow into it, the process that he was trying to teach US.'>328

Furthermore, Poitras' retum tp the Saskatchewan Indian Cultural College from 1976 to 1978 as an

Indian Art Instructor, foUowed by bis tenure as alecturer for the Saskatchewan Indian Federated

CoHege from 1981 to1984, indicates a pedagogicaloon1mitment tothe advancement ofStump,s Indart

philosophy.

As viewers walk amongst the life-size figures ofInternaI Recall'scircular space, they may have been

struckby a sense of sufferillg conveyed throughtheir boundhands and prone positipning. Poitras

conceptual reference here is to the colonial contracts that legally bound the FirstNations to Canada,

wbich were unilaterally transformed during the modern eraby the federal govemment into tools of

oppressipn.329 Tbis evocation ofhuman restraint .can also linked toanother previously discussed work

by Stump,as the titlepoem-textofhis 1970publication There is MyPeople Sleepingfeatures asword­

wielding colonial officer and a modem pen-carrying bureaucrat ominously positioned in front of a

326Mainprh:e,27.
327HiUandDuffek, IL
328Poitras quoted in Majnprize, 28.
329poîtras personal interview, Mar. 27,2000.
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Native man who has bren bound "since a long time.'mo However, Poitras' 1986 installation is

possessed ofa ceremonial quality not possible in print reproduction, due to the bodily relationship that

viewers establishwith a human grouping seemingly frozen in a moment ofagony or a.s th~titleinfers

personal reflection. Themultiple readingspossibl~here,as in Cardinal-Schubert's Preservation ofA

Species:Drying Rack installation, account for the curator's suggestion that InternaI RecaU provokes:

"pre-vision-quest muais such as the shaking-tent or spirit-call."33! Such indigenous North American

ceremonial practicesarereinforced through a sllbtlematerial association, as the black-and-grey horse

hairadorning each figure' s head was a su.bstance commoruy used by nomadic tribes on the Great

Plains· for the production ofrimaI objectsincluding horse sticksandwarshirts. Poitras' firm beliefin

a retum to the "Holy-Man as artist," continued to prefigure the healingintent of his art through the

1990s. 332

On July Ist, 1987, the Stardusters touringexhibition opened at Lethbridge's Southern Alberta Art

Gallery in conjunction with the Society of Canadian Artists ofNative Ancestry's fourth symposium

entitled "Networking." The convergence ofthese two events at the University ofLethbridge signified

that the post-war inter-tribal art community in Canada was now under the direction of highly

politicized artists. CarlBeam, Robert Houle, Gerald McMaster, Bob Boyer, Domingo Cisneros, Jane

Ash Poitras, Pierre Sioui, and Edward Poitras were central to this movement in the late 1980s, which

Joane Cardinal-Schubert recaHs as critical to her artistic development because they shared the same

concerns.333 Similarly, when Edward Poitras announced at the SCANA symposium's artist dialogue

session that his existence as a disen:franchised person of Métis and Indian ancestry. in Canada was

fmally over, due to a 1985revision to thelndian.Act known as BillC-31, the other discussants

responded with applause and congratulations.334

Inter-tribal versus Multicultural

In 1969, Vine Deloria.Jr.proudly announeed "The awakeningoftribes is just begùining." This

resurgence came to take the fonn ofan inter-tribalpolitical movement across North America, and in

3:rosaram Stump, There Is My People Sleeping (Sidney: Grey's Publishing Url, 1970) n.p.
33IMainprize,29.
332poitras in Matthew Teifelbaum, Edward Poitras:Indian Territory (Saskatoon: Mendel Art Gallery,
1988) 24.
333Cardinal-Schubert in Nancy Tousley, "Native art 18 in demand," The Calgary Herald (April 19, 1992),
Cl.
334Young Man, 92.
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Canada, it ultimately led to the Assembly ofFirstNations·advent in1982. Overthe ~ameperiodPrime

Minister Pierre Trudeau's Liberal Party govetQmentmoved to marry a bi-cultural English-french

mode! ofthe nation officially esta1.>lished in the 1960s, withthat ofan aU. encompassing multicultural

concept."Apolicyofmulticulturalismwithin abilingual frameworkcomrnends itselftothegovemment

as themost suitablemeans ofassuringthecultural freedbmofCanadians." 335 Thesubsequentinfusion

offederalfinances intQsuch a pluraHstvisiotitmoughthe 1970s Came in the forill of prQgrams and

grants adtninistered through· the· CanadaCouucU·for the Arts, the Secretary of the State, and the

MiIlistry.ofCommunications.

The same public fundfugfor cultural iIlitiatives in Aboriginal communitieswas siphonedthrough the

Department ofImlian AffairsandNorthernI)~velopInêt)t,as ithadheen since V1ncentMassey'S1951

report for the Royal Commission on.National Development in the Arts, Letters and Sciences.

Ca1'ladian l1'ldian Art 74 at the Royal Ontario Museum thusserves to mark a tension between official

DIANDmandates toproduce a singularly. identifiable and marketablelndiallart, and theemergence

ofa hy1.>rid Aboriginal aesthetic often tingedwithsqci9-poltical commentary.Sarain8tump's The Pain

of the Indian's expressed a contemporary .coIlditionof collective alienation •. produced through an
individua.Iistic cross-tribal artistic·mixing, The most forceful statement atfhe Royal Ontario Museum

came from Guy 8ioui, whose sculpture-installation La Direction awakened Euro-Canadians to neo­

colonialism'sresidualviolenceandthe reality ofpost-colomalvoices. Theseartists refused to let ·their

tribal strength be expropriated by the DIAND, andcurator Tom Hill coml11enced. the precarioustask

of creating an inter-tribal discourse that tentatively staves off multiculturali$m's totalizing

cOnditiQn."Thejob could Ilot have been accomplished witbout theaid ofIndianpeople who iIlhabit the

totalmosaic ofCa.ttadian life."336

TheNationalIndianBrotherhood's victory fu gaining control OVer education funding from theDIAND

during the early 19705,. was critical in initiating a resistance· among young Native peoples to the

homogenizingeffects ofofficial Canadiandiversity. The Saskatchewan Indian CulturalCoUegeand

it predeeessor the IndianFederated CoUege, werea critical training ground for artist-t~cher-euratQrs

335Pierre Elliot Trudeau, "Statement by the Prime. MÏnister in the Bouse ofCommons - October 8,
1971;' J1.1n.15, 2001 «www.coUections.ic.gc.ca.».
331>HiU, n.p.
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induding Sarain Stump, Edward Poitras, and Gerald McMaster, as weIl as Boh Boyer and Lance

Belanger (examined in Chapter IV), who invested indigenous North American aesthetics with a socio­

poiitical sense ofpUrpose. "But it. also gave us a seJ]Se Qfbelonging and identjty. It gaye us pride.,,337

Domingo Cisneros' teachings at Manitou·CoUege. also contributed .to .a· reconnecting with tribal

identities, which canbefùrtller viewedthrough poitras', Sioui's, and Houle'slinkto this Native-run

institution.Cisneros' particular focus 011shamaIlistic means were criticalto thedevelopment ofan anti­

Western cultural context. However, the increasingpolitical activismamong students at the coUege, as

relatedto the negotiations between the Province of Quebec and theCreepooples. over territorial

maliers, resulted in the college's sudden dosure in December 1976. The Mexican-Métisartist believed

the school's termination was due in part to Aboriginal political corruption. "There were SOmerotten

chiefs involved in that closing down.,,338

Inter-tribal conditions in Canada werenot alwaysharmoniol.lS, andan emergingavant-garde mqvement

soon created internaI tensions among Aboriginalpooples. Similar strains arose.at the momellt when the

Society ofCanadianArtists ofNative Ancestry was achieving a.n unprecedented level ofcultural unity

among the First·Nations, as the 'Ksanartists group stated thattheir longstanding artistic traditions

from the Northwest Coast were seemingly unappreciatedat thenationaJorgaIlization's 1983 annual

meeting.33? The dangerouscultural issues facing SCANA did not deter ifS prime supp()rters from a

risingdass ofprofessionally trained artistswhich included Jo~neCaf(linal-Schubert, Lance Belanger,

Carl Bearn, Bob Boyer, and Edward Poitras. Their collective will at the society's 1987 conference in

Lethbridge commanded theNational Gallery ofCanada's futurecommitment to changing itspolicyof

excluding Aboriginal peoples}40

Theconstant move to validatean absolute Indian culture has been undetlined by IndianArts in Canada,

issued under the authority of the Honorable Jean Chrétien, Minister offudian Affairsand Northern

Development. This 1972pl.lblication's art-historical·narrative charts troublesome aesthetic territory,

as itsMétis author OlivePartricia Dickason presents Westemart traditions ashaving an entirely

negative impact on the practices ofselected contemporary artists. The impossibility for an authentic

331Poitras quoted in Robert Enright, 2&.
33ll(;isneros quoted Lindberg, 12.
339ffiU am;! DUflèk, 13.
340see Youngman.
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lndian voite to occur through.modem art formats thus relegated work by artists tanging·from Alex

Janvier to Sarain Stump to a position well outside the. multicultural rubric; for such a policy's

realization tended to separ~te cultural production into totalized and unmixed ethnie categories. Barry

Lord's 1974 survey, The History ofCanadian Painting: Toward's a Peoples Art,acknowledged First

Nations art for the first timewithin a nationalnarrative, and prophetically announced theneed for

young artists ofAboriginal ancestry todr~w on "any style" to evoke "the conflicts,dangers, and

victoriesthepeople experÏence.,,341 Lord is also wary offederal cultural sUbsidies which canhide the

eontinuing realities of oppression.

TheNational Museum ofMa.l1' s pro-active multiculturalism entailed hiring Robert Houleto guipe the

institutionin its newrole as the nation's guardian ofcontemporary indigenous North American arts.

Houle's efforts to maintain a whoUy artistic bearing at the NMMproved too radical ashift for tile

institution's enduringanthropological context.. Although his intentions shouldnot be interpreted as an

oyerwheIming Aboriginal approval of deconstruetive strategies, as revealed by the Indians News

assistant editor, Gilbert Oskaboose's reaction to the new curator's [lfSt public speech in 1978. "WeIl

itsfmally happened. Indians have·arrived in the wonderful wacky worldofthe ayant garde artscene...I

thinkthere's something rotten in Indian Country.,,342 A growing post-modem impetus tobreak down

Canadian master narratives served as thecatalyst for Visions: Contemporary Art inCanada's thematic

approachto art discourse in 1983, but it occasionaIly faUs intostandardized twonations orbi..cultural

rhetoric.•.This .collectively produced text. also brushes up against. the problematic treatment of

eontemporary work by Native artists, particularlyindigenous graphie. and carving traditions on the

Northwest Coast, as frozenanthropological factsrather tha.naestheticdevelopments. Fortunately,

Charlotte Townsend-Gault is able to identify the emergence ofasocio-politicaUy infonned hybrid art

practices using works by Sarain Stump and Alex Janvier, whosetribal identities are notcompletely lost

under the standard IDonoliths of Indian or Canadian art.

New WorkBy A Nèw Gener(Jtion's co-presentation by theNorman Mackenzie Art Gallery and lndian

Federated CoUege in Regina markedthe maturation ofan inter-tribal cultural .strength onthe Prairies,

and OOth institutiollS continue to play a key role in promoting Aboriginal valuesthrougbout the region.

The 1982show also received funding from the CanadaCounciI fot the Arts, whjchtepresented a slight

displacement in the DlAND's traditional control over First Nations cultural initiatives. Ofparamount

34lLord, 21.
:J4ZOilbert Oaskaboose, "Morëthan a Jack ofcoutil: 'There's something rotten in Indian CouDtry,'"1ettet to
the editor, Globe and Mail JuJy 7, 1978. A6.
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importance here was the World Assembly of First Nations' sponsorsmp of New Work By A New

Generation for it signifies a complimentary politieal and artistic alignmentthathad yet to occur in an

ongoing Aboriginal crusade against Western neo-colonial forces. As curator, Robert Houle speaks for

a new class ofprofessionally trained artists frOIn across North America, who sit'nultaneously engaged

their tribal inheritances and modern· art as instruments of "innovation andradicalism."343 Domingo

Cisneros' mampulation oforgamc materials ranging from hides to bones for As Cultures Pass By, re­

established nature's authority over art in contradistinction to academic art traditions. The Mexican

Métis-Tepehuane artist's focus on shamanistic practices exerted. a strong influence overEdward

Poitras, and ms Stars in Sand signalled a new directi<m for hybrid combinatioI}S ofAboriginal and

WestemEuropean aesthetics. 'Poitras' multi-sensory space in the Norman Mackenzie Art Gallery

assertedthepotential !hat ancient tribal ritQ.als possessedin wagingcontemporary. battles for First

Nations sovereignty, and reverberatedHarold Cardinal's 1969 caU to "Bring Back the Medicine

Man."3#

The Westem art-historical implications ofdescribing a radical inter-tribal art in Canada, as weIl as the

concerted look to Surrealism, Dada, and to a lesserextent Abstract Expressionism, by the artists and

curators examined throughout fuis chapter and the nex! has warranted the reviewof avant-garde

theories proposed by Walter Benjamin and Renato Poggioli. Benjamin's<assignmentofart' s "original

use value" to ritual and various efforts by avant-garde collectives to retrieve it inthe age ofmechanical

reproduction, or what will be referred to later as monopolistic capitalism, parallels the recuperative

project initiated by Sarain Stump via the Indart program.345 His 1974 Ancient Mobiles can thus be

understood as the nascent stage in an avant-garde process that leads to Edward Poitras' productions

ofritualized space in the early 1980s, anq by the decade's end, Robert Houle, Domingo Cisneros, and

Joane Cardinal-Schubert will he shown to take up similar tactics. Installation'sarchitectonic and

temporary qualities, which are expanded UpOtl in Chapter IV, will also cometo bare on Benjamin's

theorythat pronounced shifts in perceptioncan he most effectively producedthroughcomhinations of

contemplation and distraction. Poggioli's perspective on the avant-garde is most useful in

comprehending how such a cultural phenomenon is destined to "osciUate perpetually among the

varions forms of alienation - psychological and social,economic and historical, aesthetic and

stylistic.,,346 The ambiguous identity intervals occupiedby Edward Poitras hetween his Métis and

343Houle, 4.
344Cardinal, 80.
345Benjamin, 224.
346Poggioli, 127.
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Plains Cree ancestry, as well as Joane Cardinal-Schubert between her Blood and German-Canadian

background are relevant to the tensions they mise in both Euro-Canadianand Aboriginal communities

through installation-basOO practices. Finally,the Italian author's daim that the avant-garde "renews

itselfin the consciousness ofeach successive avant-garde" prepares the wayfor a younger generation

of artists ofAboriginal ancestry to take up new spatial strategies in the 1990s. 347

The 1986 Stardusters show at the Thunder Bay Art Gallery illustrates a determined effort by the

fOOeral government to subsidize sorne of the most urgent voices in Canada's inter-tribalcommunity,

at the same moment when multicultural policy hadbecome law via the Multiculturalism Act of 1985.

Three years earlier the Trudeau governmenthadrêpatriated Canada's constitutionfromthe British

Crown, and Native leaders successfully lobbiedtohave their "existing aboriginaland treaty rights"

writteninto the Constitution.Act's "Canadian Charter of Rightsand Freedoms.,,348 Such a tenuous

condition between Aboriginal recognition and Canadian diversity guidedcurator Gary Mainprize's

daim that individuals suchas Joane Cardinal-Schubert and Edward Poitras "are not Indian artists. ,,349

However, the show's selection process, as revealOO in the catalogue by the Minister of

Communications, Flora MacDonald, seems to betray the curator's insistence on a cultural anonymity.

Joane Cardinal-Schubert's Preservation ofa Species: Drying Rack was indicative of her growing

interest in Western anthropological cOl1texts which servOO to separate Aboriginal peoples from their

cultural patrimony. This premise SOOI1 came tooccupy her work throughout the remainder ofthe 1980s

and 100 to more elaborate installations featurOO in Chapter IV. Edward Poitras' Internal Recall

emphasizOO the artist' s ongoing reverence for the teachings ofSarain Stump, as weU as bis fascination

with creating spaces that evoke a simultaneous healing and purging of neo-colonial history in North

America. The "Art Tribe" was weIl on its way to changing the politics ofnational representation in

Canada?50

341bid, 223.
348gtatutes ofCanada, Constitution Act 1982: chap. 35, sec. 1.
34~ainprize, 7.
350Joane Cardinal-Schubert electronicmail interview, Mar. 15, 2001.
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Chapter IV:Coj]textual Art and Contentioos Narmtives

Chapter IV opens with a survey of installation art's development in the United States according to

publications by Brian O'Doherty and JulieH.. Reiss. Their respective narrativ~s are thenrelated to

Canada .by way of L'installation pistes et territoires. These three sources provide a relevant art­

historical bearing for consideration of the works in revÏew. InstaUation-based productions were the

predominant feature ofBeyond History at the Vancouver Art Gallery in 1989, whichendeavoured to

describe an avant-gardemovement amongcontemporary artists ofAboriginal ancestry. Selected works

exhibited an urgentcondemnation ofneo-colonial legacies in North America, which are compared to

the post-colonialliterary eriticisms ofGeorge E.Sioui and Homi K. Bhabha. In. 1992, the Indigena:

C6ntemporary Native Perspectives show issued a eoncerted moral challenge to the celebratory stories

of North America's supposed diseovery by Christopher Columbus. Installation provided selected

artists with the means to mounta contextualattack spanning five-hundred years of Euro-Aiperican

history from within the Canadian MuseufIlofCivilization.• The institutional questioning ofmodem

master narratives is central to the post-modem condition revealed via the theories of Jean-François

r,yotard and Fredric Jameson. Suchintellectual awakening provided the catalyst for Land, Spirit,

Power: First Nations at theNational Gallery ofCanada. This exhibition is used to summarize the

public achievement of Aboriginal difference through sites of installation whieh coincided with the

Government ofCanada's inability to redefme the nation's political identity in the fall of 1992.

Installation Praetices and Discourses

Brian O'Dohefty's 1986 publication, Inside the White Cube: the Ideology ofGallery Spaee, is based

on a series ofessays he Mote fodheAmericancontemporary arts periodieal, Artforum, in 1976. The

Irish-born artist, art historian, and art eritie documents the logic of installation art's advent in the

United States. His focus onthe art gallery as an "arehetypal imageoftwentieth-century art" is directly

related to a dramatic shift from content to context in Western aesthetics after the Second World War.351

This artistic rupture in the Euro-.Amerieanclliturai mainstream provides another location from which

thepractices ofthe artists in questioncould emerge.

351Brian û'Doherty, Inside the White. Cube: the Ideology ofGallery Space (Santa Monica: University of
California, 1986) 14.
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Abstract-expressipnist and colom-field pamtingsproduced by New York artists from the 194Osto the

1960s are cited by ü'Doherty as an early threat to the art gaUery's formulating capacity. Such art's

emphasis on npn-objective imagery and surface effectscompromised academicpictorial conventions

of foreground, middle grouml, and background. The massive dimensions of unframed paintings by

artists includingJackson PoUock and Barnett Newman also interrupted both the artist's and viewer~s

established "psychological" containers.352 As mentioned in ChapterIII ofthe present dissertation, the

"new aesthetic language" described by Robert Houle in New Works bya New Generation is dosely

bound to the painting innovations of both Pollock and Newman.353 Houle would re-assert tbis link

between America's achievement ofa post-war avant-garde movement and the contemporary workof

those artists selected for Land, Spirit, Power who "open and reopen the discussion over the nature of

beauty."354

ü'Doherty also traces the origin of installation's visuallogic through Surrealism in Europe. He uses

Marcel Duchamp's 1,200 Bags of Coal (conceived for t.he 1938 Exposition Internationale du

Surréalisme at the Galerie Beaux-Arts in Paris) as a critical departure point. (ill.38) The coal sacks

suspended from the gaUery's ceiling affected an expanded spatial field for viewers who now had to

consider their own presence undemeath the workofart. "Duchamp develops the modemist monad: the

spectator in his gaUery box.,,355 EdwardPoitras' ·1982, Stars in Sand, at the Norman Mackenzie Art

GaUery, was among hisearliest manipulations of space using the ceiling as a visual support. The

temporary quality ofthese one-time creationsbyDuchamp andPoitras also raisequestions regarding

thesurvival ofinstallation withinart-mstorical narratives. O'Dohertyclaims thatphotographie records

and documents can only serve to present an "art that is already dead." Consequently, most installations

generate fiction-like "afterlives.,,356 For e)(3IDple, the violent impression that Guy Sioui's "bloody

arrow comingout ofthe floor" left onvisitors to the Royal Ontario Museum in 1974 washeroicaUy

reiterated. by Tom Hill in a varicty of publications through the .1970s and 1980s.357

J520'Doherty, 18.
35~obert Houle, New Work br a New Generation (Regina: Norman McKenzie Art Gallery, 1982) 3.
354Robert Houle,"The Spiritual Legacy ofthe Ancient Ones," in Diana Nemiroffet al., Land, Spirit,
Power: The First Nations at the National Gallery ofCanada (Ottawa: National Gallery ofCanailil 1992)
46.
mO'Doherty, 72.
356Ibid, 70.
357Tom HiU, "A Retrospect on Indian Art," The Native Perspective, spring 1978: 36.
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The fleeting quality of 'Happenings' warranta retum to New York in any search for installation's

historical parametersaceordingto ü'Doherty. lim Dine's November 1961, Car Crash, featured painted

white junk: distributed over the ceilmg, fioor, and waHs ofthe Reuben GaHery. (ill.39) These Qbj~ts

doubled as the set and props man evening'sevent whichrrrimicked a hospital emergency ward

situation, and ü'Doherty daims such creations mediated a careful·stand-offbetween "avant-garde

theatre and collage."358 Installation and performance art's mutual outgrowth from Happenings also

paralleHed the entry of indigenous North American rimaI actsmto a new aesthetic context during the

1970s. Sarain Stump's spring 1974, Ancient Mobiles, is an early example of a ritual-performance

hybrid. This Indart project was intended to re-invigorate ancient Aboriginal objects and actions, as weIl

as proI!10te greater contact between art and "aH spheres oflife.',359 O'Doherty also attributes a similar

alteration in artisticintent to Happenings. "They conceived thespectator as a kind of collage in that

he was spread out over the interior.,,360 This participatory principle became increasingly important to

artists ofAboriginal ancestry inCanada who soughtto implicateaudiences in spaces ofcultural contest

and affirmation.

Julie Reiss' 1999 publication, From Margin to Center: The Spaees ofInstallation Art, is useful in the

advancementofO'Doherty's American installation narrative:through the lastquarter ofthe twentieth

century. The New York-based independent scholar chronologically traces a selection of exhibitions

from the 1940s to the 1990s according to the foHowing categories: environments, situations, spaces,

and installations. Ofparticular interest here ishow she employs such shows in gauging the "historieal

relationshipbetween the avant-garde and the museum."361

ln Reiss' estimation the exodus of artists from Paris to New York during the .Second World War

including Marcel Duchamp, Andre Breton, Fernand Léger, Frederick Kiesler, and Man Ray had a

significant impact on the American contemporaryart scene from the 1940s onward. Like 0'Doherty,

she credits Surrealism as an important source for installation practices, and refers to the 1942 First

Papers ofSurtealism in New York as a precedent-setting.eveut,362 Marcel Duchamp's One Mile of

3580'Doherty,47.
359Saram Stump, "Ancient Mobiles," Tawow fall1974: 23.
3600'Doherty,41.
36IJulie H. Reiss, FroID Margin to Center: The Spaces ofInstallation Art (Cambridge: Massachusetts
Institute ofTechnology, 1999) xv.
362Thid,6.
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String at the Madison Avenue show is consideredan aesthetic innovation that resounded through the

work of young Americanartists during the early 1960s. (illAO) Duchamp's single length of string

affixed to the ceiling, waUs,.andpartitions prevented viewers from moving freely about the rentedspace

wbich featured mostly paintings. He thus vispally undeqnined the show's conventional <iisplay

metbods. Such "tools" of space manipulation that sprung from a European avant-garde presence in

New York are cited by curator Tom Hill as having a signifiçant influence on the artists selected for

Beyond His!(Jry}63

The Martha Jackson Gallery's 1961 show, Environments, Situations, Spaces guides Julies Reiss'

effort to classify the New York art scene up to the mid 1970s. It aise marked the initialmoveôfkey

artists including Alan Kaprow, Claes Oldenburg, and JOO Dine from rented store-fronts and fledgling

commercial gal1eries in downtown New York, to the establishedcommerciai galleries uptown.

However, the allthor unduly generalizes an incredible range ofexperimentalpraetices duringthe 1960s;

Dine's Car Crash, Oldenburg's 1963 Bedroom Ensemble, and Kaprow's 1962Words areeonsidered

in the fifst chapterentitled "Environments." This term is awkwardly defmed as "a demoeratic attempt

to engage the viewer in a way that differed from previous expectations of experieneing art.,,364 For

example, the space ofBedroom Ensemble, which featured abed,pillows, lamps, night tables, a ehest

ofdrawers, and various other domestic components emblazonedwith matcbingpatterns, was roped otT,

preventing viewers from waikingthrough it at the Sidney Janis Gallery in 1964. Oldenberg's creation

eoniradicts Reiss' particpatory viewing politie, and mimics the traditional picture space in a three

dimensional format that O'Doherty refers to as the "tableau.,,365 This work also has a relatedCanadian

history; being among the earliest purchases by the National Gallery of Canada of installation-based

production. It wasre-created in the gallery's new facility during the late 1980s. (ill. 41)

The instability of installation practices often confounds both Reiss' and O'Dohefty's attempts to

construct exacting art-historical categories and progressions; a problem that has been addressed in a

threefold manner throughout tbis dissertation. Hyphenated descriptors such as scuipture-mstallation,

painting-installation, assemblage-installation, performance-installation, and video-installation are

363HiH and Karen Duffek, 5.
3MReiss,35.
365Ü'Doherty,49.
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intended to provide a sense of aesthetic fluctuation which departs from or arrives at another artistic

mode. Similarly, the terro installation-basedproductions suggests a requisiteprocess ofconstruction

prior to any display or re-display period. Meanwhile, installation and installation art stand alone as

general references tosuchaphenornenon's art-historical identity, butoftenseeminadequate when

examining individual works. Use of the tenu 'work' is problematic, and should be considered as

referring to a conjoining of objects, images, and architectural features that could also include

electricaUy produced sounds, images, and effects.

The coUapsing· of painting, sculpture, perfotmance, and· other disciplineswithin installation art

exemplitY i15ability to accommodate various artistic movementsand scb.ools.Reiss makes reference

to Pop ArCs tangential relationship with Envir9JlI11ents via Dine and Oldenburg, and then moves onto

the connectionbetween Situations and Minimalism. DonaldJudd's 1965 wedge-shaped perforated steel

work, untitled, is said to "question the relationship ofthe object to its surrounding space.,,366 (ill. 42)

Spectators at the Dwan Gallery, where Judd's piece was tirst exhibited, also had to determine whether

to walk on, or move around the art ondisplay. This architectonic blurring ofgallery spaces acmeved

by Minimalist sculpture-installation is labelle<! by Reiss as a unique "situational aspect," which was

most obvious inRob~ Morris' 1965 show at the GreenGallery.367 (ill.43) His seven whitegeometric

forms, including untitled (Corner Bearn) and untitled (Cloud), evoke structural changes in the room's

character. Such sophisticatedplays on the gallery as an ideal white box began entering mainstream

American commercial and public venues in the early 1970s.

From December 30,1969, toMarch 1, 1970, New York's Museum of Modem Art (MOMA) hosted

Spaces, i15 first comprehensive installation art exhibition featuringfives artis15and an artis15'

coUective.Reiss views this show as "a concessioJl to political pressure" by the MOMA from an

increasinglyvocalarts community tMt incIude<!:the Art Workers' Coalition, QueriUaArt Action

Group, and Women Artists in Revolution.368 These organizations were united in their opposition to

America's role in the Vietnam War, staging protes15 aimed at the link between corporations who

profited from the conflict and were major benefactors ofNew York's cultural institutions. Spaces was

366Reiss, 54.
367Ibid, 56.
368Reiss,87.
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a. gesture of assuagement, as the MOMA opened its doors to radical young artists and allowed them

tocreate new. works on site.. The "freerein" gîven toRobert Morris, Michael Asher, Dan Flavin, Larry

Bçll,Franz Walther, and Pulsawas an unprecedented move by the conservativeinstitu~oll,wmch until

then hadignored the most recenttrends in NewYork's contemporary art.scene?69 Howev~r, according

to Reiss the art cotnmunity'spronounced militancyduring the. 1960s and 1970s "didnot eruptinto

widespread instances ofexplicitly political·art."J7Q Consequently, the.instanation-b~sedprQductions .

in Spacesfocussed mainlyon expanding the parameters of artistic.perception. In contrast, the art to

be discussed 1ater sought to raise socio-political awareness in Canada, as their creatOl;s immersed

visitorsinto fields ofvisual protest.

Challengîngthecolltextofviewing and objecthood in New York City eventuaJIy led manyartists to

est.ablish new venues; resulting in outdoor installations and the advent of artist-run venues. Robert

Smithson's 1970 Spiral Jetty, although not Jocated in New York, .isamong thebetter known

contemporary "Earthworks" in theUnited States.371 (iU.44) Hismassiveproject, constructed oflocal

soil and stone on the GreatSalt LakeinUtah,offers an ironic înterpretation ofhU1l1anity:s attempts

to control nature. Its also looks to more ancient land formationscreated by AboriginaI peoples.for

inspiration; mostnotablythe Serpent Mounds in Locust Grove, Ohio. (iUAS) Robert Houlelater

quoted Navajo art traditions in bis production ofa temporary outdoor work forBeyondHistory,which

combi~ed "healing and aesthetic"to symbolicaUy cure the earth·ofpost-modetn military depravity.372

By the close of the 1970s, "integrated" art had achieved an embryonichistory at artist-rungaUeries,

and the Clock Tower and Artists Space, Puplic School r(P.S.l), and 112. Green Street arelisted by

Reiss as pivotaI venues.373 "The two phenomena - mstallation and alternative spaces -hlossomed

simultaneously."374

Brian O'Doherty was*. staunch supporter ofpublic funding for artist~run ganeri~j~hiScapacity as

visual arts director at the National Endowment. for the Artsfrom 1969 to 1996. How~er,· by late

1970s alternative spaces inNew York werehecoming institutionalized, and Reiss notes itas abrief

369Jbid, 88.
37Ofuid, 77.
371Ibid, 110.
372Hin and Duffek, 29.
373Reiss, Ill.
374Ibid.
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period ofhibernation for installation art. Perhaps the most consistent aspects of installation artafter

its return to prominence in the late 1980swas its resistance tocommodification. This is undoubtably

a quality that hasenabled the art to retam a sOlnewhat anti-capitalistbearing for so long. Such non­

commerciaijsm. did not prevent installations·. from becoming common .events at liirge mainstream

American institutions in New York by the early 1990s, as artists increasingly received commissions

from the Whitney Museum of American Art, the Jewish Museum, and the Museum ofModern Art.

Reiss doses her American history ofinstallation art with the 1991 Dislocations show at the MüMA,

which featured sevennew installations by artistsofmixed "gender, race, and nationaHty.,,375 She notes

"the pain ofstereo typing" conveyed through Adrian Piper's What It's Like, Whqt it ISi #3.376 (ill.46)

It featureda four-sided monitor situated in the middle of a brightly Htwhite mOm with a strip of

mirrors at eye level on each wall. An African-American man on the screens announces to the viewers:

"J'm not stupid.. .I'm not lazy."m In 1992, Joane Cardinal-Schubert would write:"I AM LOOKING

AND 1AM SEEING WITH THE EYES YOU TAUGHT ME T0 USE...RAC1SM - IT 1S ALWAY

100%" on the miniature walls ofher re-installation at the Canadian Museum ofCivilization. (in. 47

& 48) Installation had come to serve as a high1y politicized vemde for an aesthetic ofdifference by the

late 1980s, but could such a supposed avant-ga.rdepresence at mainstream cultural institutions affect

real change in the legacy ofCanada's hegemoruc identity?

In 1997, the Centre des arts actuels Skol, a Montreal artist-run centre, published L'installation: Pistes

et Territoires. !ts colleCtion of essays and annotated index, edited by Anne Bérubé and Sylvie Cotton,

chart instaUation art' s practices and discourses in Quebec from 1975 to 1995. The foUowing selected

writingsfrornSkol's survey thus help define a lâIger North Americansetting for tms aesthetic

phenomenon, wmchintersects with the artists,works,and shows under review.

Patirice Loubier's "L'idée d'instaUation. Essai sur une constellation précaire" examines the range of

terros used to describe the practices and sites encompassed by installation. He cites situations,

environments, and site-specific projects that developed in New York during the 1960s, side-by-side

375Thid, H8.
376Thid, 140.
377Piper quoted in Reiss, 140.
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more recent hyphenated references including installation-peinture andinstallation-vidoo. The concept

of a "pratique hybride" is central to installation art's existenc<e in Quebec, which also appHes to a

discourse that flourished around it in the 1980s.373 He singles out Parachute magazine, a publically

funded contemporary art review launched in Montreal in 1976, as an important forutn for the

discussion ofinstallation practices. Ofparticular note is the magazine's spring 1986 issue, which was

entire1y·devoted to.this··burgeomng art form across Canada.

Exhibitioncoveragein Parachute, Intervention, Esse, and Espaceofinstallation-based productions by

Joane Cardinal-Schubert, Edward Poitras, Mike MacDonald, Domingo Cisneros; Theresa Marshall,

and Rebecca Belmore are featured in L'installation: Pistes et Territoires'annotated index. Such

exposure inart reviews ofshowsin Quebec represented a crucial breakthrough for artists ofAboriginal

ancestry into the contemporary art discourse ofCanada. This phenomenon also stands as literary proof

of a larger "transition du moderne au postmoderne" that occurred in North America during the late­

twentieth century.379

Guy Sioui Durand, Intervention magazine's co-founder and a member ofthe artist-run gallery Le Lieu

in Quebec City, presents an art history. guided by a "stratégie d'occupation" in "Les

détertitorialisations de l'installation."33~e makes reference to the Rooms exhibition in 1976at P.S.l,

which featuredseventy-eight· installations created by New York-based artists, as a precedent setting

event. The "zones imaginées" distributed throughout the defunctpublic school's interior also figure

prominently in Julie Reiss' installation history. This linkbetween contemporary art practices and

narratives emanating from Quebec and New Yorkalso overlapped with artistic circumstances among

the First Nations in the 1980s and 1990s.331 The author goes on to identif)r the capacity for sensibility

exchanges that instaUation-based productions possess; listing issues induding regionalism,

globalization, and feminism as contributing to thepractice's impact. Sioui's claim to this art's

potential for aesthetic·· emancipation also extends to Ïts cross-cultural functioll."Entre autres,

l'installation s'avère Ull gemefavorable aux phénomèllestransculturels, notamment à la resurgence

378patrice Loubier, "L'idée d'installation. Essai sur une consteUation précaire," in Anne Bérubé and
SylvieCotton, OOts., L'installation: Pistes et Territoires (Montreal: Centre des arts actuels Skol, 1991) 13.
mn,îd, 24.
38tUuy Sioui Durand,"Les déterritorialisations de l'mstaUation,'' m Bérubéand Cotton, 56.
381Ibid.
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de l'art amerindien.,,382

The ill-fated Corridart outdoor installationsalong Sherbrooke Street in Montreal, presented in

conjunctioIJ. with the 1976 Olympie Games, and Francine Larivée'sLa Chambre nuptiale at the

Complexe Desjardins in Laval are consistent points ofdeparture for the essays in L'installation: Pistes

et Territoires. (ilL49) Larivée's work featured life-sized polyurethane figures emergingfromtbewalls

and ceiling in a hall-like space. Viewers become privy to various intimate encountersbetween young

couples while passing tbrough the work, and according to Loubier,instaHation art may have marked

the "retour·àla figure età la narration."383 The Aurora Borealis show in 1985 organized by the Centre

International d'art contemporain de Montréal (ClAC) is then presented asa culminating moment in

Quebec's "socio-artistique" milieu from 1975 to 1995 by Sioui.384 This group exhibition celebrated

the. installation practices ofthirtyartists from across Canada, who were invitedto create works in the

Place du Parc's underground malt CIAC's existence as a major alternative venue to the Musée d'art

contemporain de Montréal was ideaUy suited to the show's theme,as such art had emerged from

outside mainstream institutional settings in Canada.

Artist-runcentres includingLe Lieu, La ChambreBlanche, Espacevirtuel,Articule, SkoI, Powerhouse,

Optica, Language Plus, and Axe Neo-7, are considered inseparable from installation art's flowering

during the 1980s according to the author. These.aIternative galleries in Quebec, and their counterparts

in cities across the country, gained funding tbrough the Canada Council for the .Arts as weil as

provincial and municipal art councils by organizing themse1ves as visual arts charities serving local

cultural needs. The non-commercial art that they supported made them logical venues for the hybrid

spaces of indigenous North American and Western aesthetics being developedby artists including

Poitras, Cardinal-Schubert, and Cisneros. The defiant questioning of modern values that their

respective productions exercised was also consistent with the couuter-culture views of those Euro­

Canadian artists born in the 1950s and 1960s, who for the most part laid the foundations for Canada's

artist-run network in the 1970s.

39bid,63.
383Loubier,16.
384Sioui, 57.
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Reyond History

Co-curators Tom Hill and Karen Duffek brought together the work often contemporary artists from

across Canada for BeyondHistory at the Vancouver Art Gallery (VAG) in the summer of1989. Jointly

sponsored by the Union of British Columbia Indian Chiefs, the Canada Council for the Arts, the

Department ofIndian Affairs and Northern Development, and the Govemment of British Columbia,

tbis show underlined the importance ofinstallation practices among arti!its ofAboriginal ancestry who

shared a highly politicized mentality. Willard Holmes, the VAG's director, articulatestheir collective

circumstance as posing "questions ofidentity and belonging, questions oftradition and future.,,385 More

pointed>affionts to the Canadian context oftheir inquiries can he revealed through selected works from

the exhibition.

Tom Hill's catalogue essay providesa history ofNative art dating back to the 1960s wherein he charts

a "complex transition from modemism to postmodernism."386 Central to this shift among the ten

featured artists are strategies ofproduction thatcan be equally rooted in their tribal heritage and the

"European avant-garde."387 The co-curator paraUds Pablo Picasso's assemblage techniques and

diverse material sources - which included newspaper c1ippings, pieces ofrope, and found objects - with

ancient indigenous North American art practices ofbuildingimages in three dimensions from disparate

materials and objects. The exhibit, 'Primitivism' in 20th Century Art: Affinity of the Tribal and

Modern, at the Museum of Modern Art in 1984, is offered as a primeexample of an authorized

interplay between Western and non-Western aesthetic trallitions. Thus New York City providesboth

curatorial and artistic contexts from which to consider the positioning of installations by artists of

Aboriginal ancestry in Canada.

Hill tums to the "anthropological validation" in post war discomses conceming Norval Morrlsseau,

the Woodland School painters, anll Northwest Coast carvers as a problematic circumsta~ce of

Canadian art history. UnIocking so-caUed Indian art from an unmoving past therefore becomes part

of reiteratmg artistic value for the author, as it has througbout this dissertation. His chronicle also

mnges upon the "rediscovered nationalism" that Manitou College and the Saskatchewan Indian

385WiHard Holmes, "Acknowledgements," in Hm and Duffek, 3.
386Hill and Duffek, 5.
387Ibid.
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Cultural CoHege inspired in the 1970s.3&8 Thegrowing "political point ofview"aIllong a contingent

ofartistsfrom urban and reserve communities across the country is noted as being both provoked and

supported by the Govemment ofCanada.389 Beyond History's curatorial impetus therefore rests with

the paradoxical circumstances surrounding AbOriginal.existence during the 1980s, and how tenartists

"resolved" their shared inheritance ofoppression through aesthetic innovations.390

Co-curator Karen Duffek, from the University ofBritish Columbia's Museum ofAnthropology, refers

to the "dominant culture" in Canada and the United States, and the "re-reading" ofNative art history

that must continue to stem the EUI'o-North American tradition ofmisrepresentation.391 She asserts the

collection ofworks assembled for the VAG show as an occasion for the participating artists to contest

their collective past, present, and future. Duffek's analysis .of each artist's work in the show then

attempts to locate "theconjunction of ancestry and contemporary. experience.,,392 The particular

absence of artists from Northwest Coast tribes in Beyond History is due to a prevailing "contrast to

the individualists' stance," and their focus on perpetuating unbroken aesthetic traditions within closed

tribal contexts.393 This factor also accounts for themarginal presence ofinstallationtechniques among

carvers, painters, and print makers from reserve and urban communities in British Columbia through

the 1980s and 1990s.

Artists ofAboriginalancestry from the Prairies and Central Canada wOlIldlater proveto generatethe

strongest tradition ofinstaUation~based productions, and thisvisual analysisbeginswith a work created

justprior to Beyond History's opening on the evening ofMay 31st, 1989. Robert Houle used the south

east cOrner ofthe VAG's front lawn, along Robson andl-Iowe Streetsinthe city's core, to create a

painting-installation as part of his Zero Hour series. ORSO) It took the fonn ofa medicine wheel

outlined in sand, measuring approximately seventy-five feet in diameter.394At the wheel's centre was

a smaH solid sand circle featuringblack, white, red, and yeHow swatches ofpigmentmixed withsand,

running perpendicular to the shape's circumference. These colour bars corresponded with ancient

3S8lbid.
389lbid,7.
390Jbid, 14
39%id,27.
392Jbid, 38.
393Ibid.
394Houle personal interview, May 30, 1989.
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Aboriginal cardinal direction designations as follows: white for north, yellow for south, red for east,

and black for west. Towards the centre ofthe cirde, four purple crosses referenced the moming star,

the. same sign used by Edward Poitras on the Ghost Dance SIDrt- for Stars in Sand. Houle completed

thîsephymeral painting.that·incorporated symQols used by IDs ancestors by piling four brkks onto a

green area within the smaller cirde.

Houle's participation in Beyond Historycorrfirmed both his risingintellectuai role and aesthetic

influence on Canada's contemporary art <;omtnunity. He had exhibited aJmost exdusively through

commercial and public venues in the 1980s, while his association with the artist-run network was

somewhat limited when compared toPoitras, Cardinal-Schubert, and Cisneros. Houle's outdoor

creation for the VAG responded to the mining ofuranium in the American southwest during the Second

World War, which facilitated the V.S. military'sfirst atomic bomb tests in New Mexico in 1945.

Photographs and written documentation revealed tohim that such experimental detonationsturned the

desert floor green at ground zero. He then interpreted this information according to the region's tribal

knowledge combined with his own Aboriginal beliefs. The medicine wheel bas been used for centuries

among the Saultaux to induce healingand protection, and ranges. in construction from beaded versions

on <;lothing to ancient land formations created withrocks found in Manitoba, Saskatchewan, Alberta

(iII.51). Houle'sperformance-instaUationalso simultaneously referencedHopi legends warning against

uranium extraction, whilehisadoption of sand painting referenced centuries-old Navajo shamanistic

techniques. (il1.52) Such references to inter-tribal medicine augmented the work's temporary curative

inten~ and also related longstanding Aboriginalobjections to capitalism's insatiable appetite for natural

resources.395 "The last stage before the Great Purification will be when the white man cornes into the

Four Corners area and tries to take it. Ifwe dig precious things from the land we will perish."396

Houle's crisscrossing ofindigenous North American aesthetics andbeliefs purports to rehabilitate the

earth by personifying a site ofWestem destruction. The original blast isalso brought forward in time

to 1989, when nuclear arms proliferation in Europe and North Ameriça posed an even greater threat

to aU ofhumanity's future. Both the immediacy and potential violence of such circumstances were

~95seeGladys Amanda Reichard, Navajo Medicine Man: Sandpaintinp§ (New York: Dover Publications,
1971).
396Frank Waters, ed., The Book orthe Hopi (New York: Penguin Books, 1977) 133.
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summarised by the bricks located at themedicine wheel' s centre, which Houle obtained from a recently

imploded building site adjacent to the. VAG. Within hours of the outdoor work's completion a

rainstorm passing over the city initiated its erosion.

Like Houle, Bob Boyer (b. 1948) established himself as a painter of note on the Canadian art scene

during the 1980s via exhibitions at bath university and municipal galleries, and rarely showed at artist­

run venues. He also elected to create an instaUation..based production for Beyond History entitled

Huey, Dewey, and Louie Wannabee, wmch was a departure from much ofthe work he had exhibited

to date.(iU. 53) This artist of Métisancestry was born near Prince Albert, Saskatchewan, and

graduated from the University of Saskatchewan's rme arts program at the. Regina Campus in 1971.

Douglas Morton and Ted Godwin, members ofthe Regina Five painters, had a considerable impact

on the young artist's employment of non-objective imagery. Boyer became known for the use of

blankets as a painting support on wmch he created geometric configurations that incorporate

nineteenth-century Aboriginal beadwork designs fromthe Great Plains. Since1981 Boyer has been the

head ofthe Department ofIndian art at the Saskatchewan Indian Federated College in Regina, and an

outspoken advocate ofAboriginal rights. In 1992 he offeredthe foHowing perspective on Christopher

Columbus' mstorical significance in the Indigena catalogue."Since tms hem ofEuropean self-worship

has come to America, this land has beenvisited by plagues, famine, and pollution....The fust peoples

of these continents have been forced into a position of second class citizens.,,397

Boyer's 1989 assemblage-installation at theVancouver Art Gallery focussed on the shameless "playing

lndian" that middle-class Western society has promoted sincethe mid-twentieth century through stereo

type commodities.J9S Inside a smaU plastic tee pee theartist placed commercial items incIuding: Red

Man chewing tobacco, a plastic tomahawk with 'Made in Canada' stamped on it,and a Navajo-like

patternedshirt. Located beside the tee pee was a totemic stack offour televisions with advertisements

for Jeep Comanche and Dodge Dakota trucks pasted onto their screens. Sitllated atop the uppermost

television, wmch broadcast dancing at a recent pow wow, was a Cleveland Indians basebaU cap. The

Regina artist' s ironic twist on America's corporate expropriation oftribal names alongside the lndian

subject's trivialization are inspired byNew York Pop Art devaluations ofthe art object and plays on

397Boyer quoted in McMaster and Martin, 129.
398Boyer quoted in HiU and Duffek, 35.
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mass production. Furthermore, the contemporary cultural presence ofNative dancers on the television

screen is almost lost to viewers amid the plethora ofproducts with appropriated Indian names. Finally,

Boyer's titlejoins WaltDisney's famous animatedduckbrothers (Huey, Louie, andDewey) with Euro­

North-American society'scommercialized 'want to be' (Wannabee) Indian desires.

Joane Cardinal-Schubert's creation for BeyondHistory, entitled Preservation ofthe Species: Deep

Freeze, also dependedupon a collection. ofmass-produced and common objects. (ill. 54) lfowever, an

overwhelmingsense oranger regarding the destruction ofIndian igentity in Canada was communicated

to viewers as they walked amid her "ten island-based installation. ,,399 Her Preservationofthe Species

series began in 1977, and by the mid 1980s featured sculpture-installation components such as Drying

Rack. Duringthe late 1980s and early 1990s, the series developed into thematic spaces constructed for

artist-run and public venue1) across the country including: MOIltreal's Galerie Articule, Calgary's

Muttart Gallery, the Ottawa School ofArt Gallery, Ban.ffs Walter J.Phillips Gallery, and Kingston's

Agnes Etherington Art Centre. ,Cardinal-Schubert's growing public and commercial popularity was

buoyed by her inclusion in Cross Cultural Views, a major contemporary Canadian art survey show

organized by theNational Gallery ofCanada in 1989. By 1992, the Calgary artist's importance gained

her a sizable allotment ofspace in the CMC's Indian and Inuit Art Gallery, ascurator Gerald

McMaster commissioned there-construction ofPreservation ofthe Speeies 's most involved version.

Preservation ofthe Species: Deep Freeze at the Vancouver Art Gallery represented an early attempt

by Cardinal-Schubert to daim an entire room. She fiHed it with found objects uniformly painted in

black, ranging from a children's school desk to kites hanging from u:pright poles, carefuHy positioned

on ten rectangular sheets ofmasonite (also painted black). "They are black and made ofthrow-away

items because this is a dark time in our history, and we must re-cycle ourselves.,,4°O Like Boyer,

Cardinal-Schubert references the anti-art or "anti-museum" traditions ofthe Western avant-garde to

whichsheadds very specificculturallocators.401 For example the word ABUSE appears in white paint

on one of the kites, a reference to the atrocities faced by Native children in the residential school

system. Simîlarly, printed across the suitcase is CULTURAL BAGGAGE and a box beside it was

399C~al-Schubert electronic mail interview, March 15,2001.
4OOJoane Cardinal-Schubert, "Glancing back....,"in Burns, 41.
401Cardinal-Schubert; quotoo in Allan Ryan, The Trickster Shift (Vancouver: University ofBritish
Columbia Press, 1999) 143.
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labelledACCESSION #420822. (Hl. 55)Bothtermsinsinuatethe"frozenstereotypes" ofFirstNations

peoples producedthrough modem anthropological methods, that are held in contention by th€: artist.402

Two sarcophagal-Hke forms, fashioned out ofwire mesh, plaster, oH, and varethane .emphasized this

installation's ominous tone. Cardinal-Schubert situated one atop the schooldesk, while she surrounded

the other with black-and- white grave-site fencing. Such fictionally intemed human remains signified

how Canada's Department oflndian Affairs and Northem Development eradicated countless tribal

peoples and customs across North America. Therefore, as viewers moved around each static museum­

like displl'lyarea they became witnesses to a largerprocess ofcultural genocük'~Whowere Dick and

Jane?" is a questionwritten in white on the school-desk's flooring. Thi~ is yetanother allusionto the

alienation andbewildermentNative cmldren experienced via Euro-Canadianeducational systems. The

racist codes inlbedded withîn such presumably innocent sources as elementary schoolbooks also

inspired the artist's decision to create ten Island units alluding to the 'Ten Little Indians' nursery

rhyme.403 While sorne visitors may not have fully understood Cardinal-Schubert's most subtle

conceptual references, her collectionofcontemporary artefacts (a trash can, bœr bottles, a construction

helmet, a cabinet) clearly compromised the YAG's role as a guardian of precious objects. More

importantly , tbis institutional parody assimilated the viewer, as a camera simultaneously broadcast

each person's movement through the work onto a monitor bearing the word ARTIFACT on i18 screen.

Thus, the artist conceives the spectator "as a kind ofcollage," which O'Doherty suggests is central to

how installations are set in motion.404

Mike MacDonald' s (b.1941) video-instaUation Seven Sisters, at the Vancouver Art Gallery in 1989,

hfuged upon a similar displacement of scientificallyproduced knowledg€:. (ilL 56) Born in Sydney,

Nova Scotia,this self-taught artist daims Mi'1Qnaq, Beothuck, Scottish, Irish, and Portuguese

ancestry;underlining a mixed genealogy particulélr to the Atlantic provinc.es.405 The artist moved to

British Columbia when he was thirty-six, and began making environmental and anti-nuclear video

tapes. ln Hazleton, RC.,he produced a documentary video of the Gitksan Wet'suwet'en Tribal

CounciI's effort to gain legal title to territory in northwestem RC. During the late 1980s and early

4ll'lJbid, 14Q.
41l3Carclinal-Schubert, "Glancing txJck....," in Burns, 40.
4040'Doherty,47.
405McMaster and Martin, 152.
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1990s, MacDonald exhibited regularly at public galleries and artist-run centres including the 'Ksan

National Exhibition Centre, the Walter J. Phillips Gallery in Banff, Toronto's Mercer Union, Galerie

Opticain Montrea~àndHalifax's Eye LevelGaHery. The artistlater re-instaHedSeven Sisters in

1992, at lndigena.

Seven television monitors ofvarying sizes positioned side-by-side on the floor along a wall in Beyond

History, flipped between images ofa mountain range and museum dioramas featuring stuffed animaIs.

Chanting, drumming, and wildlife sOlmds playing in the background provided an audible eue for

viewers regarding the tribal. values in dispute. During the late 1980s, ·the Seven Sisters coastal

mountainrange in northem British Columbia was being threatened by Ameriean and Canadian lumber

eompanies whieh wanted to clear-cut the area. At thesame time, the Gitksan had submitted a land

daimtothe Government ofCanada based on their ancestral rights to the Crown-owned lands. Images

of lifeless mountain goats, a deer, a squirrel, a eougar, a bear, an ermine, and a fox suggest the

potential environmental loss that would result from intense human exploitation of their habitat.

Panoramic views ofthe majestic snow-covered mountains served to contrast the dead animaIs in their

artificialsettings."One ofth<::things l'm trying to do with [the Seven Sisters] is to suggest that ifwe

don't change our methOds ·ofresource extraction then the only place ourgrandehildrenare going to see

the wildIife is stuffed in museums or on laser disks....The peoplèin àgeography must have more

control over the management of il. ,>406

In a third set of interspersed images, totempoles bearing animal crests set against the same

mountainous backdrop, represent a Gitksan-inspired perspective on the besieged local fauna and its

social relevanee. Such heraldie art stood in stark eontrast to the detached state of the glassy-eyed

taxidermie specimens, marking a profound difference between Westem and Aboriginal prOductions of

nature. Furthermore, as viewers begin to notiç~ how both the mountain peaks and the poles at

Kitwanga complimentthe monitor arrangement, the museum scenesappear inereasingly claustrophobie

andawkward. The Gitksan hea1ing song, animalcaUs, and sweeping through the trees soundtrack that

emanated throughout the room alsoconfirmMacDonald's effort to rehabilitate humanity's relationship

with the earth, according to local tribal values and rights. His "clectronic shamanism" thus takes its

charge from .a combined environmentaland socio-politicai basis for contemporary daims to

406MacDonald quoted in McMaster and Martin, 155.
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sovereignty.407

Edward Poîtras' "attack on the dominant bourgeois" in North America atBeyondHistory took the

form of two installations.408 During the 1980s and early 1990s, tbis artistestablished himselfas one

ofthe most renowned installation practitioners in Canada. His extensiveexhibition bistory at artist-run

and public galleries incIudes shows at: theA.K.A.GaIlery in Saskatoon, Vancouver's ArtspeakGallery,

Toronto's Mercer Union, Galerie Articule in Montreal, Quebec City's Le Lieu, Saskatoon's Mendel

Art Gallery, the Norman MacKenzie Art Gallery, Toronto's Power Plant, the Walter Pbillips Gallery

in Ban.ft .and the Ottawa School ofArt. Gallery. Poitras' participation in the NGC's Cross Cultural

Views. and the 1989 Canadian Biennial of Contemporary Art, secured his national status.

Furthermore, the Centre international d'art contemporain de Montreal's 1990 show, Savoir-Vivre,

Savoir-Faire, Savoir-Étre granted theRegina-based artist an international status, alongside Germany's

Joseph Beuys, Robert Rauschenberg and R. Buckminster Funer from the United States, and Japan's

Saburo Muraoka.

Big IronSky was fIfst created by Poitras for a 1984 two-person show with Bob }3oyer at the Norman

McKenzie Art Gallery. Over thenext five years, he recreated the installation at a.variety ofvenues

across Canada including the Vancouver Art Gallery in 1989, and it remains among bis most successful

room-sized works. (ill.57) Suspended from the ceiling ofthe VAG via an elaborate block-and-tackle

were fourblue-grey constructions resembling saw-horses. Onthese were mounted the skuUs ofhorses,

aU bearing manes of eagle foothers and ermme furs. Rows of transistors were imbedded within the

orange-spotted skeletal heads, and each was secured to its body by a system ofwires. The arrangement

ofthe four horsesin aT-formation corresponded to a giant arrow rendered in sand on the gaUery's

floor. Nearest to viewers was the front horse, wbichhung approximately twenty centimetres above the

ground. It appeared to lead an upward flight am()Ilg the three roor horses that were about to break

contactwith the white sand beneath them. In Vancouver, a cordon prevented viewers from entering the

smaU rectangular-shaped room occupied by BigIron Sky; however, previously in Toronto and Regina,

one enjoyed free circulation around the entire work.

407Ibid, 155.
408ffin and Duffek, 15.
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LikeStars in Sandand Intemal Recal!, this 1984 productiondeIves into nineteenth-century Aboriginal

aesthetics among nomadic tribes on the Great Plains, and can be viewed within installation-art's

mstory. Hm comments upon the manner in which Poitras's practice "moved dangerously.close to

traditional [plains Cree) rituals" during the 1980s, wmle Duffek purports his ability to bridge cultural

polarities "ancient versus modem, traditional versus acculturated, Indian versus non-Indian."409 The

artist's decorated horse-skulls are directly influenced by sources such as the black-'and-ochre-dotted

buffalo skull with swect grass stuffed in its eyes and nostrils, by an unknown Arapaho shaman for an

early twentieth-century Sun Dance ceremony. (ill.58) Simîlarly, ms employment ofermine furs mimic

their function as powersymbols ona circa 1900 Plains Cree warrior's shirt, as they endowed its

wearer with the rodent's ferociousness. (ill.59) Such Aboriginal aesthetic codes were reiterated to

occupy gallery spaces, and as such, Poitras' work straddles installation art's Euro-North-American

mstory.

The linear delineation of volume stated in Big Iron Sky via ropes is not unlike the method in which

Marcel Duchamp employed stringto affect the room on Madison Avenue in New York for the 1942

First Papers ofSurrealism show. His efforts to control the viewer with One Mile ofString had a

profound impact upon American artist-critic Patrick Ireland's installation-art and discourse. His rope

drawings in New York's Greene Gallery and Betty Parsons Gallery during the 1970s are mentioned

by Julie Reiss as an example of how installation artists sougbt to control viewers' movements and

perspectives.410 Ireland's transparent spaces share a rectilinear quality with Big Iron Sk]/s block-and­

tackle support network, while Poitras' Navajo-inspired sand-painted aITOW on the floor served to

prevent. viewers from passing through his visionary production. (ïU.60) Hence, the quoting of

shamanistic art is brought into the late capitalist era via its fusion with electronic parts and industriaI

hardware, as the artist wages a conceptual-ritual battle against cultural hegemony.

Poitras consistently used Black Elk's prophecies during the 1980s to initiate a temporal aesthetic, and

Big Iron Sky is yet another Interpretation ofthe Great Vision. The Sioux visionary'sclaim that the six

powers or grandfathers ofthe world would bring about an end to Euro-American and Euro-Canadian

authority in North America, includes a series of offerings involving their transformation into four

~n and Duffek, Il, 32.
41llpatrick Ireland was the artist pseudonym use<! by Gary O'Doherty during the 1970s.
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horses. The firstgrandfather toms into thebla'ck hôrsefrom thewest, who takes"the power to make

live" and "the power to destroy,,,m while thethird gfa'ndfather from theeast becpmes the sorreIor red

horse, who "shaH walk upon the earth, and whatever sickensthemyou can makeweU.,,412 Such

aspirations for renewal retlected the desperatecircumstancethat tribes on the Great Plains or horse

cultures faced as Western expansionism extinguished their nomadic way oflife by the 18908. Thus,

Poitras uses horse imagerytore-enact a hope for autOI1omy at a lime when tbeFirstNations had

regained some strength and were still"tryingto defend their beliefs againstoverwbelming OOd8.'>413

Poitras'.envisioningofprophesies also~kes references to Christian apocalyptic beliefs,and Big Iron

Sky's four hôrses are related 10 The Boly Bible's Book ofRevelations. St. John the Divine's end-of­

the-world forecast features a wmtehorse, black horse, pale or yellow horse, and a re<! horse, which

provide their respective riders withparticuJar roles when "the great day ofHis wrath is come.,,414 For

example, thewmte horse's mount has the power to "conquer" and theredhorse' s ride was able to"take

peace from the earth.,,·m Poitras was intrigued by theequine paraUelsin Black Elk's and St. John's

visions~416 Furtbennore, interpretationsofthe latter narrative by Christian theologiansoften associate

it with the Roman Empire's faU at the third century'sclose. "Trem.endous revolutions tetminatedthe

pagan ppwer...embJematical oflbat more. terrible clay when ail the enemiesof Christ, and the

persecutors of ms Church, shaUstand tremblingbeforems judgement-seat.,>417 Bence, Big Iron Sky

operated as a hybrid space ofwarnïng forthose attendingBeyond History, prôduced byanartist who

seeks to remedy multinational corporations of their insatiable appetite for land and resources. "1 See

our civilization as a big machine that can't stop." 418

Triballosses arecentra'l to another work Edward Poitras re-installed for the Vancouver group show

in 1989. SmallMatters was created in 1985 for a group show at Regina's artist-run gaUery, Neutral

4l1Ncihardt, 26.
412Jbid, 28.
413Poitras quotedin Curtis J. CoHins,"Black HorseOfferings," Artscraft winter 1991: 26.
414"Book ofRevelations," in The Holy Bible, Revised Standard Version (Toronto: Thomas Nelson and
Sons, 1952)chap. ~,ver. 17.
415Ibid, verses land 4.
416poitras quotedin Collins, 27.
417"Book ofRevelations-Reflections,"in The Holy Bible, RevisedStandard Version (Toronto: Thomas
Nelson and Sons, ] 952) chap. VII.
4lspoitras quoted in Collins, 26
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Ground, and then re-created as weil as documented in 1988 for his Indian Territory solo exhibition at

Saskatoon's Mendel Art Gallery. (iU.61) Its modest waU-sized scale cornrasted Big Iron Sky's

occupationofan entire room, while recalling thecommon materials and simple constructions ofMarcel

Duchamp's ready-made sculptures from the 1920s. (ill. 62) Using nails, wire, pages from a book, and

vinyllettering, the artist fabricates a temporary memorial to the First Nations who were slaughtered

or dispossessed of their lands by the United States military. Situated inside each tiny Cürral-like

configuration (composed of four nails wrapped with wire) was a crumpled page from Dee Brown's

1971 publication, Bury My Heart at Wounded Knee: An Indian History ofthe American West. This

semi-documentary text charts how America's westward expansion over tmee centuries was prefaced

bythesystematicoppression ofNative peoples across the continent. Brown's immensely popular book

promoted a re-consideration of U.S. nationhood according to the overwhelming violence that

accompanied its fulfilment.419 Poitras thus appropriates a radical Euro-American literary source to

communicate his perspective on cultural genocide.

Wounded Knee, SumnlerSnow, Trail ofTears, and Sand Creek are locations and eventsin Brown's

book that the artist.employs in tide-like fashion, stenciUed below each of the four wire corrals.

Wounded Knee marks the. Ù"agic na.rrative's end, and its last page provided Poitras with y~t ariother

historical connection toboththe Ghost Dance phenomenon and Black Elk. The Sioux visionary was

amongthe childrenwhosurvivedthemassacre ofapproximately three-hundred-and-fiftypeopleby the

D.S. military's Seventh Regiment at Wounded Knee, South Dakota on December 29th, .1890. Chief

Big Foot ofthe Sioux and his band were. among the growing number of tribes that had taken up the

Ghost Dance. The Paiute prophet,Wayoka, initiated the new dance-oriented religionwhich swept

across the Great Plains during the late.,nineteenth-century. However, this pacifist .Inoyement was

perceivedas a threat tO America's westward; e-xpansion, which entailed gaining control over .the Fifst

Nations and their ll;lnds. Thefederal Bur~uofIndian Affairs' agentswereparticularly hostile towards

the Ghost.Dancers."Indiansare <iancingin the snow and are wild andcrazy...Theleadersshould be

arrested a»dconfmed at sorne militarypost ûntil the matter is quieted,and tbis should be done at

once.»42!l The.Pmase "PEACE ON EARTHGQOD WILL Tû MEN", from Brown's book, is legible

419üver fivemilliOllcopies ofneeBmWIl's •. BU!YMyHeart at Woooded Knee: An Indian Historyôfthe
American West have heen sol~, and it has beei1>translatedintofifteenlanguages. sec www..amazon.com.

420Dee Brown, Bury My Heart at Wounded Knee: An Indian History oftheAmerican West (NeW York:
Dover Books, 1971) 409.
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within Small Matters' fifst enclosure, and it was printed 0Il a banner in the churchwhere thesu.rvivors

of WoimdedKnee,. including Black Elk, were sheltered}21 •Such hypocritical circurnstances guided

Poitras'reconflguring ofNorth America's pastthroughthe1990s.

The. fltstpage ofBuryMy Heart at WourtdedKnee occupiedthe Regin(L artist's.second enclosure and

thecaption, SummerSnow,stenciUed in white letters belowit, isrlerived from Brown's opening

quotation of the Shawnee ChiefTecumseh."Where today are the Pequot? Where are the Narragansett,

the MOhican, the Pokanoket, and many other·oncepowerfultribesofqur people? They havevanished

beforeJile.avarice and the oppression of the Wh_te Man, as.snow before a summersun."m This

qllotationa1so motivatedPoitras tolistthenames.oftenvanqllished tribesjust belowtheSummer Snow

titling, •• andtheir disappearancefrom Americanhistory is conceptualizedby the barely perceivable

white letteringagainst the gaHery'swhite wall. The third enclosure, TrailofTears, tefersJo the forced

removalof tribes (includingthe Cherokee, Choctaw,Chickasaw, Creek, and. Semino~e) from their

ancestral lands insoutheastern United States during the 1830s, while his fourthminiature corral, Sand

Creek, was the site where approximately one-hundI"ed-and-fifty Cheyenne men, women, andchildren

weregunned down by U.S. Colonel Chivington's troopS.423 BothSmall Matters and DeeBrown'sbook

reverse the anmestic effect ofthe dominant society's chronicles. However, eachtime Poitras recreated

tbis assemblage-installation, thenewlyorientedcmmpledpages disclosed different textual snippets of

Aboriginal genocide to viewers. The inherent "malléabilité" ofhis practice is thus revealed via the

work's exhibition history.424

Among the most timely responses toongoing. Western strategies of cultural destruction in North

America at Beyond History wasRonNoganosh's (b.1949) Lubicon. (ill. 63) Thisartist ofOjibwa

ancestryfrom the Magnetawan reserve neaTParry Sound, Ontario, studiedgraphic design andwelding

at0eorge Brown CoHegein Toronto. He then went on toreceivean undergraduate degree from the

University·of Ottawa. Beginning in the· mid 1980s, Noganosh exhibited .at artist-run·and. public

gaUel'iesincluding Ottawa's SAW Gallery, AxeNeo-7 in Hull, and the Walter PhiUips Gallery in

Banff His work was selected from theDepartmerif6fIndianAffairs and Northern Development's art

421Ibid, 418.
422Teçumseh quoted in Brown, 1.
423Brown, 85-91
424Loubier, 14.
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collection for Strengthening the Spirit in 1991 at theNatiQnal Gallery ofCanada's newmulti-million

dollar facility onSussex Drive.425 Thisdisplay, for whichtherewasneitbercâtalogue nor opemng, was

among the NGC's ellrliest attempts to group particular artists of Aboriginal ancest:ry within an

exclusively contemporary context. If also includedworks by Houle, Cardinal-Sj;hubert, Boyer and

Cisneros.

Noganosh's 1988 sculpture-installation at theVancouver Art Gallery, like muchofhis moresculptural

work, émployed found objects to evokehighly contentiousAboriginalsituations. Numerous assorted

liquor bottles set against alarge hand-painted halfCanadianflag standing 011 its side, speUed out the

tribal name Lubiconincapitalletters. Clear liquid continuously descendedthroughtheseinterconnected

bottles <fJ11aUy passing intoa plastic slrull, which servedas the head fora· beaded Woüdland. Indian

costume laid out on a burial plâtform conStructedof treebranches. Snch combinations ofmaterials

contributed to the work's "vemacular existence in the worl~"andaccording to O'Doherty, makes

instaUation-based productions "appeal to untramedas weIl as trainai sensibilities."426 At its most

fundamental level, the plywood tlag signifies Canada as the modem site ofan alcohol-induced death,

and the victim's Aboriginal identity or body is represented by thenineteenth-century beaded suit of

c1otb.ing. The sound of people lallghing and crying separated bybrief silences.added a.haunting

immediacy to Lubicon's visual effect and reverberated into the adjacent spaces occupiedby Cardinal­

Schubert's ••. and Poitras' works... Noganosh ultimateIY.claiJnedto. dealwith"issues that ••• a.ffect

everybody. ,,427 In the new introduction to the 1999 reprintof The Unjust Society: The Tragedyof

Canada's Indians, Harold Cardinallater maintained a similar perspective on the importance of

Aboriginalissues. "The enlightened segment ofCanadiansociety appears wiUingtobreakaway from

its past colonial mind set.,,428

Due to their isolated location in.northem Alberta, the LubiconLake Creewere omitted from the 1899

TreatyNumber Eight negotiatiolls which ceded the northem parts. of Saskatchewan, Alberta,· and

British Columbia, as weU as the southem Northwest Temtories to the British Crown. However, in

42STlleNational Gallery ofCanada's ne\V $150miIlionfuciHtyopened on May 21, 1988, its tirst
permanent bome in the institution'sone hundred andthree year history.
426()':poberty, .71.
4~oganosb quoted in Hill and Duffel<, 37.
42l}-Iarold Cardinal, The Uniust Society: The Tragedy ofCanada's Indians, 2cnd cd. (Vancouver:· Douglas
and McIntyre Ud., 1(99) xx.
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1940, aiter realizing its failure to extinguish such aboriginai title, the federai government promised to

create a reservation and sign a treaty adhesion with Lubicon.429 By 1979, neither had occurred, while

the pro~Cîal government \Vas opening up a,reas aroundthe disputedterritory fornatural resource

developfuentvia.1he construcîionofexplorationroads. From1979to 1983, over four-hund..edpÏ1 wells

were driUed by multinationalcOl"PQrations, including Shell Oil, within Cl fifteen mile. radius of the

community's land base. Theloca.lecosystem sufferedgreatly, as didthe Lubicon peoples' traditional

hunting and trapping lifestyle."The number ofmoose we killed for food dropped from 219 in 1979 to .

19by 1983. Average incomefrom trappingduring the same perioddropped from over$5,000 per

trapper to less than$400. Dependence· onwelfare· increased from under 10% to 95%, Social and

medical problems ofaU kinds proliferated, including family break-down, still-bom and prematurely

bom babies, suicide and alcohol-related violentdeaths."430

On October 19, 1988, after numerous failed attempts to secure an agreement with the Govemment of

Canada, the Lubicon set up peaceful road blocks to keep oil companies off their ancestral lands, By

this time, the band had gained support for ifs cause from Aboriginalleaders across North America, the

World Council ofChurches, and anon-Nativegroup called the Friendsofthe Lubicon. Lubiconleaders

also submitted a complaintagainst the federal government to the United Nations HumanRighfs

Comnûttee.431 TheRoyal Canadian MountedPolice stormedtheband's roadblocksafter fiveda.ys, and

charged twenty-seven people with defYing a court order. Noganosh's 1988 sculpture-installation

effectively distiUs an immediate legacy ofcolonial expansionism in North America, while lobbying

viewèrs to support a tribewhpse social, politica.l, and culturaldifferences were beingjeopardized by

ltmltinational corporate interests. By the summer of 1989, when Beyond History Was closing the

Progressive Conservative Party government, under Prime Minister Brian Mulroney, had resumed

negotiations with the Lubicon. However, incursions by federaUy licenced lumber companies,

particularly Japan's Daishowa, were posing a new ecological threat to the disputed lands.

Co-curators Tom HiHand Karen Duffek ensured that the Vancouver Art GaHery's representation of

work by artists ofAboriginal ancestry maintained both a cohesive and critical aesthetic perspective.

4~acMinan, 256.
430"The t,ubicon ofNorthern Alberta," Mar. 15, 2001 «www. nativenet.uthsca.edu».
43lfuid.
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Hill' sviewpoint provided the show with a sense of mstorical development dating back to the 1960s,

wmle accurately describing an ongoing "polarization" process within the larger Native art

community.432 The differences between unbroken tribal traditions, modem Indian art, and the fise of

an inter-tribal avant-garde are carefuBy unravelled by Hill. Similarly, Duffek's curatorial contribution

as a member of the University of British Columbia's Museum of Anthropology acknowledged the

necessary gravitation ofcontemporaryart by artists of First Nations ancestry from museums to art

gaHeries. Her attention to "persona! aesthetic visions" pre-empted the show's lack of artists from

Northwest Coast tribes, and adeptly rejected any possibility for a taxonomie approach to the art in

question.433

Such a carefully measured take on issues relating to subjugated cultural identifies in Canada gained

the VAG praise in the art media for BeyondHistory. In C magazine, Ray Hartley suggests that the ten

participating artists' creations transcend any vestiges of anthropological validation. "Their work is

finaUy gaining recognition for the importance of its artistic contribution...And Canada's artgaHeries

are beginning to show signs ofrecognition.,,434 Allan Ryan's review for Parachute describes the artists

seJected by Hill and Duffek as a "loose alliance," whose "hybrid artform" was gaining a discourse in

Canada via the growing body of exhibition-related literature. 435 Furthermore, the most uniform

reaction to the show as a whoJe in these two art reviews as weB as the mainstream media centred on

an atmosphere ofanger. '-'Most of the native Indian artists represented bare their wounds and scream

their fury ata system they felthas ignored and reviJed them." 436 The conveyance of tms intense

emotional state to viewers via such an incredible range of visual and audio effects was a defining

moment for post-colonialism in Canada's artistic milieu. "The native cures himselfofcolonial neurosis

by thrusting out the settler through force of arms.,,437

The predominance ofinstaUation-based productions at Beyond History by Robert Houle, Bob Boyer,

Joane Cardinal-Schubert, Mike MacDonald, Edward Poitras, and Ron Nonganosh also reflects a

greater diversification within both the contemporary Native and Canadian art scenes during the 1980s.

432J-liII and Duffel<, 12.
433Ibid,27.
434Ray Hartley, '-'Beyond History," C magazine full 1989: 75.
435Allan Ryan,"Beyond History," Parachute winter 1990: 48.
436Ed Godley, '-'Beyond History Shows Native Fury," The Vancouver Sun Jun. 7, 1989: 45.
437Fanon,21.
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Such a shift is mostapparent in the way that Houle, Cardinal~Schuhert, and Boyer, whO first

established themse1ves as painters, used theshow as an opportunitytobroadentheir respective oeuvres.

Sitnilarly, MacDonald grafteda spatialelement onto his video art,whileNoganosh extendedhis.normal

sculpture conventions using audio· equipmet'lt and a water pump. Poitras' re"-creationof two

insta.llations dating back to the mid 1980s asserted his role as leader within the VAG's definition of

a neW aestheticphenomenon. Furthermore, each re~reading, re-structuring, orre"-visitation demanded

by the aforementioned "champ[s] de l'art," was grounded in an Aboriginal experience outside the

middle~classEuro-Canadian norm}38 Perhaps the emergence ofsuch anartistic practice in thenation's

public, university, and artist~run gal1eries can be treated as a somewhat theatrica.l occurrence, where

role reversaIs, e1ectronic effects, and stage-like settings temporarily immerse<i non-Native viewers in

a context .of cultural difference.

Post-colonial Positioning

ln Chapter n, the manifestos ofFrantz Fanon, Harold Cardinal, and VineDeloria Jr. were offered as

foundational writings in post-colonial criticistn, as wellas usefultools for the analysis ofhowacts of

colonization and neo-colonization are. artistically contested. By the 1990s, post-colonial criticism had

secured a widespread aca.demic credibility among Western nation-states, and. Homi K. Bhabha has

plaYed a critical role in such an international educa.tional shift. His The Location of Culture

summarizes the discipline's political means andtheoreticalways, while providingaframeworkfor how

Canada's national museum and art gallery would manifest celebrations ofcontemporary First Nations

art in 1992. However, before proceeding to sucha text that emerges from lndia's colonialordeals, it

is importantto establish a contemporaneous Norlh-American literary footing. George E. Sioui's 1992,

For An Amerindian Autohistory, presents a frameworkfor the study ofbistory from a perspective that

is directly related to the creative methods employed by the artists discussed thus far.

George E. Sioui was born just outside of Québec City, and studied at Université Laval where he

received a Ph.D. in history. He went onto become an associate professor of history at Regina's

Saskatchewan IndianFederated College. The author draws upon bis Wendatancestryto present a

chronological rereading ofAmerindian social ethicsintheEnglish translation ofPour uneauto-histoire

amérindienne published by McGiU-Queen's University Press. This text revolves around therefutation

438Sîouî,63.
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of Western narrative pr~udices, many of V/bich are embedded in the modern national narratives

described in Chapter 1. The want of the "capacity of language" is cited by Sioui as a primer 10 the

colonial misconception that the First Nations had no historical sense.439 Such a premise was extended

by Newton MacTavishin 1925, to deny Aboriginal aesthetics both a history and a "modem sense,"

thereby staHing the possibility for a tndy cross-cultural arthistory of Canada .440 However, the

exhibition catalogue essays by Tom Hill, Robert Houle, and Gary Mainprize, as weil as Loo-Anne

Martin and Gerald McMaster'slndigena, would graduaUy dislocatesuch Anglo-Canadiannorms at

the century's close. Moreover, the incorporation ofEnglish language text by Boyer, Cardinal-Schubert,

Poitras, anqNoganosh via installation practiceS made writing a criticalarristic tool in countering its

immoral applications."ln your territory 1use yom language, your materials behind the white walls of

advanced cultural expression. It is here that 1 wonder iU amreaUy understood orlfI amjust filling

space andtime."441

Sioui focusses on the arrivaI of imported diseases to North America as an essential starting point for

the reteUing ofhistory; claiming that the "baeteria thai made them leave their own world" was the main

culprit for an incredible depopulation.442 He asserts that Amerindian numbers plurnmeted from

eighteen-llliHion people at the tillleof Western contact in the late-fifteenth century, to approxilllately

three-hundred-thousand by 1900. Hence, the bacteria must be "tried" according to its origins in a

rupture between the immigrant. society and nature.443 This perspective tests conventional

anthropologicalaccounts and conclusions inCanada, whichused such statisrical information to suggest

Aboriginal peoples had an inferior relationship with land. "A quarter of a million people can not

effectively occupy an area of nearly four. million square miles.,,444 Such clailllsby anthropologlst

Diamond Jenness, whose 1932 Indians ofCanada stu<1y was reprinted by National Museum ofMan

for the second time in 1977, served as scientificjustification for Euro-Canada's territorial displacement

ofIndian nations. However, during the late 1980s and early 19905, the ethical reversaIs demanded by

Aboriginal academics like Sioui were an ever present subject in installation-based productions by

artists including Joane Cardinal-Schubert. Her Preservation ofa Species: DECONSTRUCTIVISTS

43%id.
44OMacTavish, 3.
441poitras in Teitelbaum, 24.
442Sioui, 3.
443fuid.
444Jenness, 2.
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(This is the house that loe BuiZt) installation at the Canadian Museum ofCivilization in 1992 would

offer yet another take on Aboriginal demographics in Canada,"What does part lndian Mean? .. You

don't get 50% or 25% or 16% TREATMENT WHEN YOU EXPERIENCE RACISM - IT IS

ALWAYS 100%." (ill.64) Among the most important cultural burden for Sioui's promotion ofnew

inter-racial bonds rests on land ownership. He points tohow Western nation-statesassumed the "moral

obliga.tion andhence the right to dispossess savage peoples oftheir lands," while Aboriginal tribes

"had an obligation to share their continent withthe newcomers. ,>445 In many respects, installation-based

productions allowed artists of Aboriginal. ancestry to symbolically take back territory at publically

funded venues, while imposing a moral tax on Euro-Canadian viewers for the tragic consequences of

tribal dispossession.

The post-colonial return to ancient indigenous symbols including the "sacred circle" recognized by

Robert Houle in the 1982 New Work For A New Generation show, is consistent with For An

Amerindian Autohistory's second chapter, entitled "The Sacred Girele ofLife.,,446 Sioui's beliefin how

the "power ofurnverse always acts according to circles" a1so coincides with Edward Poitras' stone

circle in Stars in Sand. 447 Both seek to reinvigorate the circle's spiritual force as part ofa, necessary

perceptual change to human ex.istence inNorth America. Robert Houle' s Zero Hour advanced a similar

type ofhealing contingent upon the circle's spiritual dynamic as revea1ed by Sioui."The sacred circle

of life...is divided into four quarters. Four is the sacred number in America: there are four sacred

directions, four sacred colours, four races of humans,...as weIl as four ages of human life...four

seasons, and four times ofday which are also sacred."448 Hence, the Toronto..based artist' s cross tribal

borrowing from Hopi legends and Navajo aesthetics to create a temporary medicine-wheelinstallation,

is reinforced through colom, directiona1, and numerical codes common to many Aboriginal belief

systems including those ofbis Saultaux ancestors. Such hybrid art bears a close resemblance to the

quality of Sioui's narrative, which utilizes Wendat bistory as a principal departure point for a

contemporary Aboriginal knowledgethat also celebrates inter-tribal associations with ancient Iroquois,

Ojibwa, and Sioux beliefs.

445Sioui, 39.
446Robert lIoule, New Work By A New Generation (Regina: Norman McKenzie Art Gallery, 1982) 4.
447Sioui,8.
44&J.bid, 10.

136



Black Bk, Bruce Trigger, and.Father Joseph-François Lafitaurepresent the range ofscholarly fields

that Sioui draws upon in his contemporary re-configuration of Amerindié,l.ll ·social ethics.Black Elk,

Hehak Sapa, orNickolas BlackElk's visions o.treran understanding ofhumanity's connectionto the

uruverse, and their p()igna.ncyrestsin part onthe orator'sexperienceas.aWounded Knee survivor•. The

Sioux prophet's stories circulated across North America and Europe from 1932 onwaid via JohnG.

Nemardt's interpretation BlackElkSpeaks (quoted .earlier). Sucij.theology veftedthrough ~he violence

ofoppressionserved as an idoolpgical primer for a post-war generation ofAboriginal professionals

includingSioui and Poitras. However, information-gathering by non-Nativeshas been frequently

criticizedbyFirst NatioijS leaders in~he pOst-modern era,as anthropologists are oftenconsidered

"ideologi\&l vultures.,,449 Similarly, both Joane Cardinal-Schubert and Rebecca l3elmore came to

employ installation-basedpractices in a concerted attael~ thiough the laté1980s on institutions wbich

fostered "a world view that Native culture was dead.,,450

Sioui's auto-history, with its foreword by BruceTrigger, chair ofMcGiH University's departmentof

anthropologyduring the 1980s and 1990s, transcends tms intellectual scbism betweenNative and non­

Native peoplesby insisting uponand formulating new "strategies for interculturalaction.'>45! Trigger's

academic work is noted· for generating a more complex and respectful understanding.of Aboriginal

histOi)', which serves to "right.the injustices orthe past and present.M52 Snch revisionist ornew

anthropology isutilized bySioui in concertwithtexrual evidence from NewFrance. The Jesuit Father,

Joseph"François Lafitau's observation~ duringhis mîssionaryworkamong the lroquoian and Wendat

nations ÏI1 the 1740s supply pI:oofof"the remarkable social equilibrium ofAmerindian societies.'>453

However, Christianity'seventual displacement ofthe "Great Spirit" followed by the resid~ntial school

travesties mentioned in Chapter UproducedgenerationsofNative peoplesin the late twentieth century

who considered thechtircha ."poison.'>454 Thus, the author. attempts toreverse the predomînately

negative Ïmpactof scientific and religiousmaster narratives through a historical rehabilitation that

inoorporates the West's most candid and innovative mterpretations of Abonginal knowledge.

449Deloria, 95.
450JoanCardinaI-Schubert, "In the Red," Fuse magazinefaU 1989: 23.
45lSioui, 37.
452BruœTrigger, "Foreword,"in Sioui, xv.
453Ibid, 16.
454(;ardinal, 80
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Sioui'sextractions from divergent sources over time also celebrate an inter-tribal strength, while

bridging epistemological disparities. Perhapsthis process can he bestdescribed as not orny an

inteUectuai revision, but a moral healing."This book was written because conventionai history has bem

unahle to produce a discourse that respects Amerindians and their. perception of themselves and the

world, one !hat would he appropriate to harmonizing SOdety.,,455 From the spring through to the faU

of 1992, co-curators Gerald McMaster and Lee-Anne Martin provided visitors to Canarla's national

museum with an opporturiity to witness and enact the aesthetic ramifications ofsuch a perceptual

ernpowerment."T0 be an Aboriginal person, to identifY with an indigenous heritage in these Iate

colonial times, requires a life of reflection, critique, persistence and struggle."456

The colonial experience ofIndia's indigenous population is the location from which Homi K. Bhahha

speaks, and since the 1980s, his theories have opened new fields of academic awareness. Bhabha

graduated with a Bachelor of Arts from the University of Bombay and completed a Doctor of

Philosophyat Oxford University. He taught English at Sussex University from 1979 untH joining the

University ofChicago, and in faIl of2001joined Harvard University where.he presently teaches in the

English and Afro-American Studies departments. The celebrated author's interdisciplinary interests

have often extended into the visual arts via London's Institute ofContemporary Art and New York' s

Artforum magazine, and hisconcept of "cultural difference" is key to this study's art historical

trajettoty.457

ln 1994, Routledge editions of New York and London, re-issued a selection of Bhabha's essays

originally published during the late 1980s and early 1990s, along with sorne new work, under the fuIe

The Location ofCulture. LikeSioui's autobistory, tbis seminal reader in post-colomalliterary critipism

combats past Western oppression, which in its contemporary form threatens to victimize the future of

underprivileged peoplesaround the world. "There is a sharp growth in a new Anglo-American

nationalism wbich increasingly articulates its economic and militarypower in poiiticai acts that express

a neo-imperialist disregard for the independence and autonomy of peoples and places in the Third

World. ,>458 AboriginalnatioIlS represent Third World islands in the First World, or in the NIB's former

455Siouî,99.
456McMaster and Martin, Il.
457Bhabha, 2.
458lbid,20
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president, George Manuel's words a 'Fourth World' whose limited land holdings andpolitical

autonomy continueto be jeopardised by Euro-American public alld corporate incursions.459

Installation-based productions atJ3eyond History invoked tribal historiesfrom across North America

as longstanding evidence of sUCll Western disregard for human rights.

Bhabha characterizes Qppressedpeoplesresistance to colonial and neo-colonialpressuresaccording

to articUlation$of"culturaldifference.,,46() Heacknowlerlges Fanon's concept of"culture-as-political­

struggle," wmch imparts post-colonial discourses with a "Realpolitik." 461 The works discussed thus

far engaged viewers in this very cultural"politicalprocess through acsthetic means where techrucal and

conceptual separationsbeiweenEuropean and indigenous North-Americanart arecommonlytraversed.

HoUle, Poitras, Cardinal-Schubert, MacDonald, and NQglinoshthus carry ouqhe "hither and dither"

movement betweennon-Westem and Western sources that Bhahba claims as paramount to

understandinghow subaltern voices emerged during thelate-twentieth century.462 "1 ac.cept that cultural

differences exist...Members ofthe dominant culture can't always rely on what they have b~n taught

before, that system does not always work. ,,463 The possibility for untranslatable Aboriginal knowledge

easily rested within the perpetually open parameters of installation art.

Bhabha considers culturaillybridity as anessential method for breaking the "epistemological 'edge'

ofthe West," and he identifies Christianity and the English language as providing key•source material

forIndiats Btahmans.464 In NorthAmeriCa, Christian imagery hasbeen used by Aboriginal artists for

centuries, and in 1973, Norval Morrisseau depiCted Jesus, the Virgin Mary, Joseph, and St. John the

Baptist as Native people in a series of acrylic-on-canvas portraits. Similarly, Edward Poitras tumerl

to TheHoly Bible for conceptual referencesin Big Iron Slry; a move that was inspired by Wavoka's

absorption ofWesternreligion in an effort to renew Aboriginal spiritualism. The Pauteprophet's Ghost

Dance movement depended in part on concurrent Christian evangelical trends that were sweeping

across North America in the 1880s. Black Elk's subsequent perpetuation of Ghost Dance beHefs

4S9see GeorgeMânuel and Michael Posluns, The Forth World: An Indian Reality (Don Mins: Collier­
Macmillan, 1974).
46ûBhabha,2.
461Ibid, 35, 25.
462Ibid,4.
463poitras quoted in Conins, 28.
464Bhabha, 30.
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among the Sioux through the twentieth century also relate<! to hisprofession as a catechist for the

Roman Catholic Church ofNebraska."] learned that many believedthatBlack Elk and white assistants

sat downand invente<! what was practically a new religion,explicitly designed to blend teachings of

Christianity and Lakota spiritualism." 465

The English language hasa.lso·been ingemously manipulate<! throughout the twentieth century .by

Aboriginal leaders,al.lthors, and .artists. As mentione<! in Chapter II, both Harold Cardinal and Vine

Deloria Jr. used their respective writings to hold Euro-North-American society accountable for its

socio-political dilemmas, while promoting the usefulness··of Western knowledge among Aboriginal

youth in asserting their sense ofdifference. "Accommodation to white society is primarily in terms of

gaining additional techniquesby WIDch they can give a deeperroot to existing Indian traditions. ,,466 The

infusion ofEnglish words with an Aboriginal perspective became more specialized at the twentieth,..

century's close, through the efforts ofprofessionals ranging from Georges E. Sioui to Joane Cardinal­

Schubert. The Calgary-base<! artist' s Preservation of a Species installation series often. featured

blackboard-like waUs inscribed with a narrative that she buih upon over time. The Lesson, Cultural

Currency, which first appeared at Montreal's Galerie Articule in 1990, featured phrases enunciating

the inherent violence ofIndian-White relations in Canada. YOD ARE KILLING OUR PEOPLE, AND

YOD ARE KILLING THE LAND. (iU. 64) Cardinal-Schubert also developed this same narrative in

a variety of publications, including her Thunder Bay Art Gallery exhibition catalogue, This Is My

History, and an article entitled "In the Red" for Fuse magazine' s 1989 faH issue.

What is particular to post-colonial acts in Canada is that they commonly pivot around moments just

prior to the socio-political subjugation oftribal societies. These followed east-to- west growth patterns

among immigrant populations from the fifteenth-century onward. For example, Sioul's auto-history

is heavily influence by links between the French and Wendat at th~ outset of the 1700s, whereas the

art ofCardinal-Schubert and Poîtras frequently recaHs the close ofthe 1800s,when Britain, Canada,

and theUnite<! States of America came into intense contact with the Blackfoot, Blood, Plains Cree,

Métis and Sioux nations. In Bhabha's estimation, the "emergence of Westernmodernity" during the

late- eighteenth and early-nineteenth centuries was commensurate with colonialism's mandate to

465Paul Chaat Smitt, "Home ofthe Brave," C magazine summer 1994: 39.
466De1oria Jr., 239.

140



establish "civility" abroad. After ahnost three centuries of indigenous peoples' resistance to the

imposition ofcolonial and neo-colonial order, :from locations ranging :from Afiica to North America,

there has arisen an intellectual crisis in Western knowledge. "Between Western sign and its colonial

signification there emerges a map ofmisreadingthat embarrasses the righteousness ofrecordation and

its certainty ofgood government."467 The artists ofAboriginal ancestry under review exploited such

a hypocritical space during the 1980s and carly 1990s, and their respective instaUation-based

productions fiequently disgraced the Government of Canada's actions in very direct terms.

Perbaps the post-colonial goal for writers rangingfiom FrantzFanon to Homi K. Bhabha can be best

summarized as a re-inscription ofNative, indigenous, or Third-and-Fourth-World identities, which

have been rendered dormant orimpugned under the power-knowledge couplet ofmodel1l Western

authority around the globe, Although Bhabha's rehistorizing effort seems to soften the ongoing fact

of violence, which Fanon, Cardinal, and Deloria Ir. daim in graphie terms as an ever present

colonized.condition, This may be due to the author's temporal distance fiom India's struggles for

independence during the .1940s, and the academic hindsight he uses to carefully build a historical

argument. Conversely, a riotous and personal urgency springs from The Wretched of the Earth, The

Unjust Society, and Custor Died for Your Sins,which may be attributed to each writer's respective

involvement in the Algerian Liberation Front, the Indian Association of Alberta, and the National

Congress of American Indians. George E. Sioui'snarrative is similarly charged with a real life

experience as he was arrested during the spring of1982, alongwith three other members ofthe Wendat

nation forperforming an annual "purification and thanksgiving" ceremony in a Quebec provincial

park.468 Sioui thus joins theory and activism at a rcal site of cultural identity. Such an act brings· the

same "profound significance" to For An Amerindian Autohistory that the literary and visual

productions of Joseph Tehawehron David conferred upon the Indigena show.469

Indigena: Contemporary Native Perspectives

The Indigena: Contemporary Native Perspectives exhibition was aco-produetion between the

Canadian Museum of Civilization (CMC), the DIAND's Indian Art Centre, and the Society of

467Bhabha, 95.
468Sioui, 1]0.
469McMaster and Martin, 140.
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Canadian Artists ofNative Ancestry,.with fmancial assistance from the Canada Cauncil for the Arts'

visual arts section. It represented a critieal convergence ofIndian activism and post-colonial theory set

within an institution which, as examined in Chapter I, had scientificaUyauthorized Westemcultural

superiorityin Canada for a over century. The nineteen contemporary artists l;hosen by.co-curators

Gerald .McMaster and Lee-Ann Martin were asked to address issues of "discovery, colonization,

cultural critique and tenacity" as they rela1ed tothe 500thanniversary. of Christopher Columbus'

landingin the Americas.470 Thus, the Italianmariner's famed voyage across the Atlantic Ocean was

symbolically transfonned into an Ahorigil1a.1 nülying cry fromthe spring through to the faU of 1992.

lndigena's j0Î1lÏng ofart and polities is made immediately apparent in the exhibition catalogue, which

opens witha poem by Joseph Tehawehron David. His participation in the 1990 armed struggle at Oka,

Quebec, inspired a range ofmulti-disciplinary cultural productions that espoused a highly politicized

Ahoriginal mentality. "We are the driedhusks, the empty shells. As Native, men, women, raped and

sodomized - angry yel. ..So very tired. ,,471 This expression of ire and fatigue mirrors that enunciated in

a 1989 excerpted statement by George Erasmus, the Assemhly ofFirst Nati.ons' National Chieffrom

1986 to 1991, which foUowed David's poem."What are WE goingto celebrate? I don't like what has

happened over the last .500 years, 125 years...Wewantto do something differenl. We are sick and tired

ofheing your conscience.,,472 The conscience Erasmus describes belongs to middle-and upper-class

Euro-Canadians who throughout 1992, were reminded by AboriginaLpoliticians, eIders, academics,

and artists that Western society had yet to gaintheir tfllSt after five...hundred years.

The exhibition catalogue thus surpasses a strictly curatorial function,and reads.more like a cultural

manifesto summarizing Aboriginal resistance toEuropean immorality since themoment ofColumbus'

arrivaI. The scholarly topics redressed heyond the spectre ofart historyby the six guest essayists

include anthropology, history, and political science. As such, the Indigena puhlication reveals a post­

colonialliterary trend in Canada whoseinherentcross-disciplinary quality is not unlikeinstallation's

all-encompassing potential and "trajectoires multiples.,,473 This project was a dramatic shift for the

CMC, whichnow assumed the role ofsponsoring contemporary art that tore away at its institutional

47orbid.
471JOseph Tehawehron David in McMaster and Martin, 7.
4nGeorge Erasmus, "Statement," in McMaster and Martin, 9.
473Loubier, 13:
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authority over the history ofCanada's fust peoples.

Co-curators Gerald McMaster and Lee-Martin represented the second generation of professionaUy

trained cultural workers ofAboriginal ancestry inCanada; followingthe lead ofAlex Janvier and Tom

Hill. McMaster, who assisted Sarain Stump in founding the Indartprogram in 1973, studied at the

Institute ofAmerican Indian Artin Santa Fe, New Mexico and went on to complete a Bachelor ofFine

Arts at the Minneapolis College of Art and Design. From 1977 to. 1981, he retumed to the

Saskatchewan Indian Federated College serving as the Indian Art program co-ordinator. After Robert

Houle's resignation from the National Museum ofMan in 1981 (which was renamed the CMC), he

became the institution' s curator ofcontemporary Indian art. Lee-Ann Martin wasbom in Toronto and

received her Bachelor of Arts from University ofMaine, where much of her studies focussed on

anthropology. She graduatedfromthe University ofToronto's museum studiesprogram in 1989, and

servedas the CMC's curator in residence from 1989 to 1990, whentl1e Indigena show was conceived.

In 1991, she also organized a show at the SAW Gallery entitled Solidarity: Art After Oka in response

to the Oka Crisis, and it featured works· created during or immediately after the seventy-eight day

armed standoffby Lance Belanger, Joane Cardinal-Schubert, Domingo Cisneros, JoeDavid,Robert

Houle, and Gerald McMaster.474

McMaster's and Martin' s collective essay in the Indigena publication celebrates howartists ofIndian,

Inuit and Métis ancestry in Canada produce a contemporary indigenous North-American aesthetic of

identity. It also opens with a quotation by the Gitksan and Wet'suwet'en hereditary chiefs at a land­

daim hearing in British Columbia's Supreme Court, who demanded that Canada's Eurocentric

"systems and processors" be placed under "attack."475 This need for dramatic socio-political

eradication is linked by the co-curators to the Western ius that arrived in North America five centuries

ago."In 1492, Europe was aworld in decay.,,476 Fanon expressed a similar sentiment in 1961, when

hecalled the United States a "monster;" where "thetaints, the sickness, and the inhumanityofEurope

had grown to appaHing dimensions. ,,477 The exhibition's theme was therefore rooted in a.post-coloniaI

literary process of expunging modem Western history; an exercise wruch was played out through

474Lee-Ann Martin, Solidarity: Art M'ter Oka(Ottawa: SAW Gallery, 1991) n.p.
475GisdayWa and Delgam Uukw quoted in McMaster and Marin, Il.
476McMaster and Martin, Il.
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Canadian contens by the guest writers and selected artists to bediscussed.

Much of this show's combined visual and texfual strategy hinges upon local examples, as the co­

curators facilitated a plural readingQfFirst Nations histQry with an overtpolitical intent. "The artists

and especially thewriters in INDIGENA reject the ethnocentric language ofconquest and dominance,

and the denial ofAboriginalidentityand sovereigntythat itimplies."478 Gloria CranmerWebster, an

academic and curator from Alert Bay who stumed anthropology at the University ofBritish Columbia,

recounts how her community has taken back their cultural sovereignty in "FromColonization to

Repatriation." As amember of the 'N!mgis people, she presents a personal perspective on the social

andaesthetic"loss" caused by the 1884 Potlatch law mentioned in Chapter 1.479 However, the

inequitable status or "dark years"assignedfQr over a ceqtury to those peoples who were"not English

and not Christian" on Canada's Northwest Coast, was nowbeing reversed as public institutions

including the CMC and the Royal Ontario Museum were giving back misappropriated Aboriginal

ceremonial gear.480 AlootookIpeHie's essay "TheColoruzation ofthe Arctic" while beyond the scope

of tms dissertation, is worthy of note here because he too speaks of the "incalculable injustices"

wrought upon the Inuit by outsiders. 481

The relevanceofGeorge E. Sioui's writing to the post-war inter-tribal artistic community in Canada

is affirmed by ms presence in the Indigena catalogue. Sioui's essay "1992: The. Discovery of

Americity" sheds doubts on the daims ofmainstream Euro-Canadian mstory that the Hodenosaunee

(Iroquois) systematically destroyed the Wendat (Huron)during early colonial times. He emphasizes

how thiscrucial Westem narrative ofNortheastern North America became an intellectual templatefor

the consideration ofall Aboriginals as "an essentiaHy irrational set ofhuman beings."482 His rethinking

ofHuron-Iroquois relations then proffers auniversal "Native American thought system," that can

contribute to stemming as weIl as curing of the West's current ideological bankruptcy.483 The year

1992 consequently marks a moment when "w~ite America" had reached the same]evel ofdecadence

478McMaster and Martin, J6.
479Gloria Cramner Webster, "From Colonization to Repaviation," in McMaster and Martin, 30.
48l1fuid, 36.
48IAUotook Ipellie, "The Colonization ofthe Arctic,"in McMaster and Martin, 47.
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as "ancient Europe" in 1492, wmch warrants Sioui's caU for the "resurrection of red America.,,484

Smcetheearly 1980s, these same sentiments have guidt;d li contingent ofartists ofAboriginal ancestry

from across Canada to place their respective practices in the service of an aesthetic uprising. An

excerpt froma 1981 artist's statement by Domingo Cisneros, republishedin the lndigena catalogue

foreshadows a particl.llar quality that instaHationhad cometo embody. "The oruy cure isanart that

is exorcist and warrior.'>485 In many respects, the.colomal and neo-colomal co1Jusions ofart mstory,

politics, and science that motivated the CMC's inception were being actively expeUed in 1992 via tbis

show's adjuratory namre.

Loretta Todd, a Vancouver-based television ~nd film producer of Métis ancestry, questions how

contemporarycultural constructions emanating out ofFiI'st Nations communities are being consumed

through the rubric ofpost-modernism, in her essay "What More Do They Want?" The post-Second

World War "rupture" in Western thought is viewed with scepticism, and she abhorsthe resulting

reduction ofAboriginal issues by non-Natives to "badges ofthe politicaUy correct,,486 Todd explicitly

maintains the rightto prioritize autochthonous perspectives in North America, and.questions any

possibility that the First World can produce a genuinely interwoven aesthetic-political radicalism. She

cites the "Fourth World" as a place where twentieth-cenrury Aboriginal peoples are "caught in the

grasp of neocolonialism."487 The term Native according to Cramer, has increasingly become an

interdisciplinary academic "discourse" inscribed by non-Natives, not unlike Westemanthropology's

Iongstanding ownership over the Indian of the nineteenth century.488 North American museums,

includingthe CMC, began to alter their exclusiveauthority by giving voice to the First Nations in the

1980s; however, the West's post-modem co-options often facilitated a continuance of Aboriginal

powerlessness.

Subjectivity also concernsAIfred Young Man, a graduate ofLondon's SIadeSchooI ofFine Arts and

Assistant Professor at the University of Lethbridge since 1977. In bis essay "The Metaphysics of

North American Indian Art," he asserts that the "Native perspective" on Native art may make many

484Ibid,64
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Euro-Canadian readers both "uneasy" and"culpable," as it demands thatthe descendants ofEuropeans

in North America take responsibiIity for the legacy of colomaIism's immorality. The works.of art

amassed for Indigena served an analogous fimction, while sharing a commonground \Vith post- war

avant-garde movements in the United States and Canada."In thepast, conflict inthe political world has

served sorne very noble and useful purposes in Euro-America'sart andNative American arthas cIearly

tumed it to a similar purpose.,,489 Young Man offers Vine Deloria Jr.'s work asa key li~erary source

in "Hberating the metaphysical worId of the Amer-ican Indian." His recognition of such a highly

politicized aesthetic task, anditsdevelopment since the late 1960s, matches the chronological trajectory

of this study. The central problem for Young Man, who was the coordinator ·of the fourtb National

Native Indian Artists Symposiumsponsored bY SCANA, consists of hreakin.g anthropology's

institutional stranglehold on the consideration of Ahoriginal cultural practkes in the late twentieth

century,

The considerable presence of installation art at lndigena indicated that it had acmeved a particular

historical significance in Canada among artists of Ahoriginal ancestry born during the· 1940s and

1950s.Such a contextually oriented practice was particularly weIl suited to the exhibition's post­

colonial theme, which not only salvaged North America's maIignedindigenous pastbut sought to

establish a new position of future strength for Native peoples. However, concurrentpoHtical

negotiations between the Government ofCanada and First Nations political bodies lagged behin4the

major successes reached in artistic forums such as the VAG and CMC. Installation would prove to he

a timely and effective tool for a growing contingent of artists incIuding Poitras, Cardinal-Schubert,

Houle, Boyer, and Nonganosh to maintain public awareness ofunsettled Aboriginal issues within the

nation's identity.

Lance Belanger (b.1956), an artist of Maliseet ancestry from the Tobique reservation in New

Brunswick, re-installed his 1991 tribal memorial, entitIed Lithic Spheres, for lndigena. Belanger

studied at Manitou College in 1976, and then at Saskatchewan Indian Federated College from 1977

to 1979. During the .early 1980s, he began to exhibiLhis paintings and sculptures atpublic and

commercial venues in Canada and the United States. Belanger served on the board of directors of

SCANA in 1990, and was a founding member ofthe Om niiak Native Arts Group located in Ottawa.

439Alfred YOUllg Man,"TheMetaphysics ofNorth American Indian Art," in McMaster and Martin, &5.
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In ]989 he organized an exhibition, entitled Decelebration, at the SAWartist-run gallery in Ottawa.

It included his. art as weU as works by Shirley Bear, Domingo Cisneros, Peter J. Clair, and Ron

Noganosh. The show functioned as "a native N6rth-American counter-offensive to the grandiose

celebrations which will mark the legendary 'discovery' by Christopher Columbus.,,490 Two years later,

during an arust's residency at Tranaeker Casde in Denmark, Belanger .began creating the enigmatic

spheres that occupied his work for years to come.

Lithic Spheres (at the CMC ) in 1992 featured five-hundred variously sized gold and silver bans carved

from Styrofoam. (ïU.65) These spheres, with their metaHic paint surfaces, werepiled on the museum's

floor and surrounded by the fourlengths ofa gildedwooden frame. The frame' s corners were left open

orunattached and the entire assemblage-installation occupied anarea measuringapproximately twenty­

five squared feet. However, it should be noted that hispresentation ofthese spheres both at indoor and

outdoor locations throughout the] 990s was altered to accommodate each venue. .For example, a spring

1993 installation of Lithic Spheres at Gallery Connexion, an artist-run centre in Fredericton, New

Brunswick,.did not include the above-mentioned frame and the·numerous balls were laidatop a bed

of soi1.

The idea for such a continuously evolving instaHation-based production was inspired by Belanger's

visit to the Taino Museum in the Dominiean Republie duringthe late 1980s. It was. there that he

observed displays of stone balls removed from ancient grave sites. The Taino were among the fust

indigenous peoples ofthe Americas encountered by Christopher Columbus on the islandofHispaniola

(currentlythe Dominican Republie and Haiti) in 1492.491 However, by the mid 1500s they were

virtually exiinct as a direct result of Spain's colonial endeavours in the Carribean. "The Indians of

Hispaniola were thus the first in the New World toexperience the avarice of the Europeans, their

violent charaeter andoverwhelming military superiority, and the devastating assortment of diseases

tbey eatried.',492 The stoneballs or litme spheres found during nineteenth.;and tweIltieth-e<mtury

archeologieal excavations in the Dominiean Republie are part ofa larger unexplained Native cultural

490JacquelineFry, "Decelebration," in Lance Belanger, Decelebration (Ottawa: Saw Gallery, 1989) 6.
491This tribal designationisalsocommonly appliedto the ancient indigenous inhabitants ofCuba, Puerto
Rico, the Bahama Islands, and the Virgin Islands. see Irving Ronse, The Tainos (New Haven: Yale
University Press, 1992).

492Samue1 M. Wilson, Hispaniola: Caribbean Chiefdoms in the Age ofColumbus (Tuscaloosa: University
ofAlabama Press, 1990) 2.
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phenomenon ofthe West Indies and Central America. Massive ground-stonespheres measuring twenty

feet in circumferenceandweighingmore than fifteen tons. have been found in thejungles ofCosta Rica,

whiIe the smaller versions such as those created by Taino are found more commomy around grave

sites.

The Maliseet artist's fascination with these mysterious ancien! objects was due in part to their "lost

meamng," WIDch provided him with a tribal aesthetic that had resisted anthropological interpretation.

His LithicSpheres thus celebrate the incompleteness ofWestem knowledge, while protesting the tragic

commencement ofEuropeancolonization in the Americas.493 Theirgold or silversurfaces designate

the search for precious metalsthat Columbus carried out on behalfofthe Spamsh monarchy, .and led

to the ens1avement,.torture, and massacre ofcountless Native peoples."Five hundred funerary spheres

incommemorationofan indigenous race we will never knoW.',494 The finely moulded open-ended frame

situated on the floor further signified the inability of Western artistic values to wholly contain or

accommodateAboriginal cultural practices; and yet Belanger's profession as a contemporary artist in

Canada 1s dependent on such imported traditions. Perhaps the artist's description ofLithic Spheres

could double as a characterization ofhis role within Euro-North~American society five-hundred years

after the infamous Itallan mariner's.arrival.

The Indigena theme and the increasing presence 9fcontemporary artby artists ofAboriginal ancestry

at the CMC during the last decade of the twentieth century disjointed its modern function as a

repository for "Canadian history in the broadest sense.'>495 Installations lïkeBelanger's seized upon

such contextual gaps in Canada's cultural institutions, asserting an aesthetic presence that can not be

fuHy comprehendedwithout agreater chanengeto Western inteUectual boundaries andethicallegacies.

The seriaI quality ofBelanger's Lithic Spheres installations are simi1ar to Joane Cardinal-Schubert's

Preservation ofa Species productions from themid 1980s to the early 1990s, and for Indigena, she

re-createdDECONSTRUCTJYISTS (J'his is the house that Joe built) (m. 47,48, 66,& 67). The 1989­

1990 work occupieda prime site at the entranceto the CMC's Indian and Inuit Art Gallery, which was

493Lucy Lippard,"Lost Meanings, Kept Secrets: Lance Belanger's Neo Lithic Tango" in Lance Belanger,
Tango (Ottawa: Ottawa Art Gallery, 1995) 34.

494Belanger ,quoted in McMaster andMartin, 124.
49~ational Museum of Man, Annual Report (Ottawa: National Museum ofMan, 1964) 21.
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indicative of the prominentrole Cardinal-Schubert had assumed by 1992 in voicing post-colonial

concerns."[This] is an installation that visually discusses RACISM through an examination oflabels

and imposed stereotypes that 1have experieneedgrowing up in a non-Native society."496

Text was the most prominent feature in the 1992 version of Preservation of a Species:

DECONSTRUCTIVlSTS (This is the house that Joe built), as the artist fillednumerous chalk~board

wans that sUITOlmded viewers with personal eorrunentaries. The mini housê4ikestructure Served as

a memorialto the artist's father Joe Cardinal, who was of Piegan ancestry. It featured a death-bed

statement he made to ms cmldren. IF l HAD MADE A STAND-YOU wouldn't have to you've got to

stand up to them -Don't let those bastards get you. Just Stand up and Nevergive in. (iH.66) Cardinal­

Schubert's stand for Aboriginal rights·is laced with anger conv~yed by the writing which dominates

this work, and is part of a larger running narrative mentioned earlier. Much ofher activism is aimed

at gaining public funding for artists ofAboriginal ancestry and demanding control over the artistic

patrimony of the First Nations in public museums. The Çanada Council for the Arts andCalgary's

Glenbow Museum were among the institutions she held directly accountable for the "white" power­

money dynamic of exclusion in North~American cultural industries.497

Photographie images ofthe artist's family also figured prominently inDECONSTRUCTIVISTS· (This

is the house that Joe built), as multiple copies ofher portrait and a snapshot ofher parents are plaeed

in rows on a board that focusses on contradictio~ in the federal government's Indian-status-granting

methods. Her brother, Douglas Cardinal, is honoured on another wall via pictures and text for his

acmevements as the arcmtect who designedthe Canadian Museum ofCivilization's new multi-million­

dollar facility on the Rideau River. The profound interconnection ofthese siblings' oeuvresatlndigena

tepresents a critical moment for Native culturalempowerment in Canada. It .also marks the entrance

of a hybrid knowledge into the nation's professional elass, as indicated by a passage from the

Edmonton Joumalabout the architect which Cardinal~Schubertcopied in chalk. NOW HE HAS

SHORT HAIR A FASHIONABLE SWEATER AND AN OTTER SKIN COAT. BUT HE

CONTINUES TOVISIT HIS SWEAT LODGE AND PERFORMNATIVE RITUALS. cm. 68) The

artist never lets up on a personal claim to cultural difference, nor the vigilance that it demands from

4~dinal~Schubert quoted in McMaster and Martin, 132.
4":Joane Cardinal...Schubert, "ln the Red," Fuse magazine fan 1989: 22.
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her and her family.

The pronounced campaign ofNative and Métis oppression waged by federal authorities in the Iate­

nineteenth centUl)', as mentioned in Chapter l, did not escape Cardinal-Schubert's temporal

presentation inHull. Louis Riel's image occupied the lower section ofa rectangular assemblage affixed

to a black wall, .and anactualopen lock hangs from the clasp. imbedded in ms face. (îU.69) The word

'diary' appears below the famous Métis leader's likeness, and above it was a section ofbraided l'ope.

Hel' incorporation of this 1987 assemblage, originaUy entitled Keepers ofthe Vision: Diary Book 1

into a largerinstallation, conceptually recaUs Riel's 1885 death-by-hanging for hispartinthe Red

River and North-West rebellions. However, he is not treated asa criminal but rather a visionary who

sought to formulate a geopolitical entity where peoples of Aboriginal, European, and Métis ancestry

could maintain their respective cultural differences. The symbolic unlocking ofhis diary relates to the

artist's research in the GIenbow Museum's archives, where she found the last letter written by Riel

before his execution in which Riel calls for the reader to pray for him.498

Death permeates the DECONSTRUCTIVISTS installation at avariety oflevels, and the grave site in

the centre ofCardinal-Schubert's space was reminiscent ofa. similar construction in her Deep Freeze

production for Beyond History. (ill.70) Inside the black fencing were five freestanding female stick

figures construded from wooden branches and sporting kercmefs on their heads. (ill.67) The artist also

grouped the same type. of figures just outside the fencing, and, using paint, rendered ::;eemingly

screaming faces on aH ofthem. Such human pain stems from the Canadian govemmenfs 1876 Indian

Act, which divided and destroyed Native families and communities.via bureaucratic definitions of

Indian status. These prop-like beings also relate to how Native children were separated from their

relatives in residential schools where many ofthem died from the psychological and physical ailments

such institutions induced. (ill. 71 )Eachfigure seems to embody thecrying out communicated throUgh

the artisfs written narratives, wmch are reminiscent in tone to the manifestos discussed in Chapter n
by Cardinal and Deloria Jr.. She, like they, brings the facts ofAboriginal tragedies in North America.'s

history to.bear on viewers, as Preservation ofa Species: DECONSTRUCTIVlSTS (This is the house

that loe built) sUITounds them with textual and conceptual cues."The spectator is harassed. Every bit

498Deborah. Godin, This is My HiStory: Joane Cardinal Schubert (Thunder Bay: Thunder Bay Art Gallery,
1985) 4.
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ofspace is marked."499

Cardinal-Schubert used her artist's statement in the Indigenacatalogue to draw a further relationship

between "the invasion of our land and our people" initiated by "a manfrom Spain" in 1492 with

instances of contemporary injustices faced by tribes such as the Lubicon.500 During the 1ate 1980s,

their "suffering" was a touchsto]]e for Aboriginal activism; just as the 1990 Oka Crisis wou1dcome

to qualifY the simmering violence ofFirst Nations communities across thecountry.sol

Joseph Tehawehron David's (b.l957 ) participation in Indigena heightened the show's "Realpolitick,"

as he created an installation evoking the final days ofthe armed.stand-offat Oka that pitted Mohawks

and Warrior Society members against the Canadian Armed ForceS. and the Sûreté du Quebec (QPP).S02

CiU.72 & 73) David was born and raised on the Kanehsatake Mohawk territory, where he foHowed

the Longhouse teachingsfrrst established by the Seneca prophet Handsome Lake in the early 1800s.

Prior to his direct involvementin what has become known as the Oka Crisis (July to September 1990)

he was studying art education at Montreal's Concordia University. In October 1990, David, or

Stonecarver (a Warrior code name he received during the stand-oft), was charged by the Crown's

prosecutor in the St. Jerome provincial courthouse with obstruction ofjustice, participating in a riot,

and possession of a weapon dangerous to the public peace.S03 FoUowing his release on bail, the

Mohawk artist created a series ofpaintings, sculptures, and installations relatedto the summer's events

in Kanehsatake,often using materials he coUected during the seventy-eight day siege such as: razor

wire, anny trip flares, and surveyor's markers. These creations appeared in a variety of group shows

induding Solidarity: Art After Oka mentioned earlier, and Okanata (parts 1 and 2) at the Workscene

Gallery and A Space in Toronto. The latter project'S cOlnbination of new works by artists of non­

Native and Nativeancestry also featured the art of JoaJ:'le Cardinal-Schubert, Robert Houle, and

Rebecca Belmore. Thus, in 1991 these particular artist-run centres functioned as sites for what .Lee­

Ann Martin described as: "a healing process that must begill now."S04

4990'Doherty, 72.
sooCardinal-Schubert in McMaster and Martin, 132.
SOIIbid.

SOZShabha, 25.
503Loreen Pindera,"The Making ofaWarrior," SaturdayNight magazine Apr. 1991: 39.
504Lee-Ann Martin, Solidarity: Art After Oka (Ottawa: SAW Gallery, 1991) n.p.
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On March Il, 1990, residentsofKanehsatake and the Mohawk WarriorSociety placed a series of

roadblocks around a smaU pine forest that the townof Oka had begun to stake out for an expansion

to its golf course. Unsuccessful Aboriginal daims for title over the lands. in the region dated back to

1781, and by the 1980s, the Pines, as weB as an adjoining Mohawk cemetery, filnctioned as a buffer

zone between the local municipality and the unrecognized reservation. Many ofJoseph Tehawehron

David's relativeswere buried in thethreaten.ed graveyard, which was withinmetres ofthe golfcourse's

ninth hole. The Sûreté du Québec's att~mpt to storm the Mohawkroadblocks using assault rifles,

concussion grenades, and tear gas on July Il, ended in tragedy as Corporal Marcel Lemay was fataBy

wounded. On August 14, following a meetinginvolving Quebec'spremier Robert Bourassa and the

federal public security minister, .Sam Elkas, the Government ofCanadà deployed more thàn 2,500

military personnel in locations around Oka and nearby Chateauguay."Guns, warriors in masks,

barricades, police, posturing national leaders, and flnally the arroy, tanks, choppers, and razor wire.

l've grown up in Kanehsatake andthis situation has been coming on foryears."sos Over the course of

the summer, the international media descended upon Oka, wbile various human rights groups stationed

observers in Kanehsatake and Kahnawake. By September 1st, Canadiansoldiers had removed aB ofthe

barricades around the Pines, cornering the remaining tbirty or so Kanehsatake residents and Warrior

Society members, including Joe David, inthe Omen' to:kon Alcohol Treatment Centre. On September

26th
, the Mohawk holdouts walked out of the centre, surprising police and army authorities who

scrambled to arrest them.so6

"The catalyst for strong expression, logically,is direct involvement. 1wouldnot be compelled to make

a Strong statement, whether it be in print, paint or spoken word, had there not been this outrage, tbis

anger engendered by an attack on my people.',s07 David's work, untitled, at lndigena implicated

visitors to the CMC in tbis state of emergency, as they were symbolically located at the focal point

ofthe Oka Crisis during its final month.(ill. 72&73) The artist placed three five-foot-high potted pine­

trees in a row in front ofa three-sided clapboard structure, wbich stood approximate1y three feet above

the floor on metal support posts inside a small room. This stilted wooden construction's main wall was

spot lit from above, and viewers were limited in their perspective on the work to a perimeter area just

505David quoted in Martin, n.p.
5(X;For a more complete account ofthe Oka Crisis see Geoffrey York and Loreen Pindra, People of the
Pines: The Warriors and the Legacy ofOka, 1991, rev. ed.,(Toronto: McArthur and Company, 1999).
s07David quoted in McMaster and Martin, 141.
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before thetrees.

David's instaUation-based production mimicked the confinement he experienced from September 1st

to the 28th
, when theCanadian Anned Forces suuounded the Omen'to:kon Alcohol Treatment Centre,

eventually cutting off food, water, and power supplies to those inside. Helicopters also hovered daY

after day over the Centre, shining bright lights onto the woodenbuilding.• "We thought, atany minute,

the shooting is going to start. l still don't know· why it didn't. "508 Hence, viewers at lndigena

unwittingly assumed the position of power he1d by soldiers who watched and waited among the pine

trees. The Mohawk artist carefully avoided making any literai references to the clash, such as the

Wauior Society's flag, Canada's military insignias, or Quebec's fleur-de-lis. Ultimately, the work's

stark simplicity conveyed a sense ofsomethingbeing contained and observed within the smaU structure,

while at the same time, this unseen and dominated subject scrutinizes its captors. David's work also

symbolically reverberates the role museums across the countr)' have played in amassing and

interpreting indigenous North American cultural expressions for the study and pleasure .of Euro­

Canadians throughout the 1900s. These institutions paid little or no heed to contemporary Native

perspectives on their respective collections, however by the century's end, the observed were

successfully reversing the spotlight.

Installations by Belanger, Cardinal-Schubert, and David at lndigena thus emphasized the show's

mandate to transpose the tide of post-Columbian Aboriginal oppression in North America, as each

artistprovides viewers with a culturally problematic context. The·· architectonie qualities of

DECONSTRUCTIVISTS (This is the house that Ioe built)physically situate viewers in a space where

they tacitly perform "the relationS ofexploitation and domination" critical to the legitimation ofpost­

colonial discourse.50'l The.act ofreading demanded by Cardinal-Schubert becomes an act ofguarding

in Stonecarver's untitled creation, as the spectator iriherits Western humamty's insatiable appetite for

land and its miHtary consequences. This same legacy of power exerted by the First World over the

Third and Fourth Worlds also worms Belanger's work, as the viewer becomes a witness to an act of

tribal genocide induced by the West's most celebrated explorer. Such affectations to the viewer's socio­

political perspective were key to how installation-based practices enabled artists ofAboriginal ancestr)'

508Davidquoted in York and Pindra, 39.
509J3habha, 20.

153



to peel back the Euro-centric layering ofCanada's national identitY in the late- twentieth century, while

asserting hybrid signifiers of tribal seltbood.

lndigena's three year tour, which jncluded showings at the Winnipeg Art Gallery, the Dalhousie

UniversitY Art Gallery in Halifax, the Windsor Art Gallery, Phoenix's Heard Museum, Calgary's

Glenbow Museum, and the Fred Jones Jr. Museum of Art in Norman, Oklahoma, confirmed the

professional recognition and mainstream appeal that the nineteen featured artists weregaining by the

early 1990s. It also marked the irregularwaythat tbis contemporary work straddled museum and art

gaUery environments, a phenomenon that can be attributed in part to the success wbich organizations

sucb as SCANAhad acbieved inredressing the inequitable politics ofcultural representation inNorth

America. Aboriginal voices werenow beingvalidatedrather than prerncated by museums andthe CMC

took a leadership role in this process of empowerment.

The mainstream media response to Indigena coincided with the treatment of Beyond History, as

reviewers were quick to identifY a common denominator of anger. Cardinal-Schubert's

DECONSTRUCTIVISTS (This is the house that Joe built) became a frequently cited example ofhow

this emotional state was aestheticaHy achieved. Nancy Baele daims in the Ottawa Citizenthat the

Calgary artist recounts a "personal history as communal history" in her effort to tear down the inherent

racism of Western knowledge ranging from sociology to museology. 510 For Beale "reality and

redirection" are synonymous with "nativeart. ,,511 JohnBentley-Mays, the Globe andMail newspaper's

visual arts critic, dismisses DECONSTRUCTIVISTS as: "an unfocussed rant about everything from

water pollution to Christian missionaries to Lubicon land daims.,,512 The exhibition catalogue's

"aggressive tone" is also placed in .question as Bendey-Mays wonders if the "anti-wbite prejudice"

espoused by Cardinal-Schubert is a prevalent or significant "opinion" among people of Aboriginal

descent. 513 These diametrically opposed readings can be best understood as revealing the treacherous

socio-political terrain installation-based productions by artists from Canada's inter-tribal community

would come to occupy during the j 990s. Normalizing such temporal constructions threatens to

51üNancy Baele, "Native Artist Portray Their Own Reality," Ottawa Citizen Apr. 19, 1992: Cl.
5lJIbid.
512John Bentley-Mays, "Native Artists Seize the Moment to Display Anger Against History," Globe and
Mail May 16, i992: C4.

513Thid, cs.
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consume their emancipation aesthetic under the larger and undifferentiated monolith of Canadian

diversity propagated since the 1960s. ConverseJy, a disbelief in the state ofoppression that prompted

the production ofsuch reactionaryhybrid art suggests it lacks any lasting connection to the nation's

future and promotes a longing for pre-war Anglo-Canadian confonpity. Add to this the co-cm:ators

thematic effort to obscure the West'sheroic conception of Christopher Columbus' voyage, andthe

result was a show not easily reconciled withinthe parameters of a national institution whose own

history is riddled with an anthropological bias. "Indigenous peoples reiterate tOOt 1992 has no special

significance that deserves to be celebrated, that the reasons being put forth to justifY celebration are

inconsequential."SJ4

Post-modern Discourses

The emergence of post-colonial artistic expression in Canada iscontiguous with the post-modem

condition, which involves a. self-imposed questioning ofmodern Western narratives. Jean-François

Lyotard was among the earliest European theorists to apply the terro to a new culturallogic dating

back to the mid-twentiethcentury. His publication, La Conditionpostmodeme: rapport sur le savoir

provides a theoretical source from the First World that is valuable for the analysis ofthe Fourth WorId

cultural awakening under review. This study' s focus on national narrativesmakes it equally important

to consider such interrogative tendencies in Euro-North-American discourse. Fredric Jameson's

Postmodernism, or The Cultural Logic of Late Capitalism advances post..,modernism as a spcial,

political, and cultural barometer ofAmerica from the 1940s onward. His perspective is thus pertinent

to the Pirst Nations art history traced so far, and provides a relevanttheoreticalleadintothe discussion

of Land, Spirit, Power.

Jean-François Lyotard studied at the Ecole Supérieure in Paris, where hereceived an agrégation in

philosophy followed by a doctorat ès lettrès in 1971. He taught philosophy at the secondaryschool

level for over a decade, induding a two year period in Aigeria from 1950 to 1952, and wenton to

become a professor at the University ofParis. He then joined the. French department .at the University

ofCalifornia, lrvine, and later moved on to Emory University in Atlanta where he was a professor of

philosophy and French untïl his death in 1998. The English traI)Slation ofLyotard's 1979 book La

condition postmodeme: rapport sur le savoir was published in 1984 as The Postmodem Condition: A

514McMaster and Martin, 22,
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Report on Knowledge. This publication announces the obsolescence ofmaster narratives in Western

society, and demands an intellectual.resistanceto hegemonic traditions. As such, it c()rresponds with

.the consideration ofa socio-political aesthetic insurgency in Canada at the twentieth"century's close.

Post-mooemism dates back to the late 1950s according to Lyotard, and in Europe .is marked by the

completion ofthe reconstruction effort that foHowed the Second World War. He notes that the "seeds"

of delegitimation and nihilism were present in the "grand" or master narratives of the 1800s.S15· The

intense narrativeventure carried on by Canadianarthistorians, from the late-nineteenthcentury onward

to find Il "national" art held this same potentialfor knowledge failure.Sl6 As discussed in ChapterI, the

devaluation, fixing, and presumed absence of First Nations' artistic production was central to

constructing a modem Western identity for Canada. Anthropologists provided a commensurateand

unrelenting scientific legitimation by assuring Euro-Canadians that it was "doubtless aH tribes will

disappe;lr."SI7 However, the endurance ofAboriginal imagery,works, artists, and comnmnities denied

the seamless grafting ofa singular Anglo identity onto the new nation. Befme the "truth-value" ofthese

married artistic and scientificfacts collapsed in the early-twentieth century, .the Government ofCanada

intensified its Indian assimilation strategies as mentioned in Chapters 1 and II.

The Second World War's end alsomarks the "aegis ofa modern welfare state" for Lyotard, as nation­

states.began collective1y .to recognize minimum levels ofhuman rights.SI$ In 1951 the repeal of the

Indian Act's most repressive sections, inc1uding the Potlatch and Sun Dance bans, was a tacit

admission by federal politicians.· tMt the mono-cultural initiatives of.their nineteenth-century

predecessors were flawed. Indian empowerment initiatives were also concurrent with shifts in the

distribution of authority that occurred among Western governments. "Even now it is no longer

composed of the traditional political c1ass, but of a composite layer of corporate leaders, high-Ievel

administrators, and the heads of the major professional, labour,political, and religious

organizations."S19 The trade union model was often adapted by early twentieth-century chiefs to gain

public influence, such as Andrew PauH's founding orthe Native Brotherhood ofBritish Columbia and

515Lyotard, 38.
516MacTavish, 159.
5l1Jenness, 264.
518Lyotard, 1L
519Jbid, 14.
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its predecessor the Allied Tribes ofBritish Columbia. Beginning in the 1960s, Native leaders including

Harold Cardinal, the Indian Association ofSaskatchewan's president, steadfastly.inserted themse1ves

within the expanding stratum ofthe nation's politicalleadership. Henee, the cacophonic voice that the

Indians ofCanada pavilionsounded at Expo 67 typifies a "naseent state" ofpost-modernism in North

America, wmch Lyotard claims existed within the modern.520 "They are not ready to accept the story

of Canada written by people ofEuropean aneestry."521

National histories whieh takethe Western grand-narrative format are by necessity an enuneiation of

the present aecording to Lyotard's perspective."The narratives' reference may seem to belong to the

past, but in reality it is always contemporaneous with tbe aet of recitation."522 This accounts for the

virtual silence ofFirst Nations' art history at theNational Gallery ofCanada furough themid-twentieth

century with regard to R.H. Hubbard' s 1963 publication, The Development ofCanadian Art. Native

peoples had lacked full citizenship privileges for so long that their aesthetic accomplishments were

correspondingly written out of Canadian art history. However, the existence of anthropologicaUy

inspired public collections across the country provided a chink in an otherwise impervious armour of

closed Eurocentric cultural narratives. The Canadian Indian Art 74 exhibition's avowal of the "the

more modem media" therefore signifies a move on Western language that Lyotard prescribes, while

establishing post-modernism's emergence in North American institutional terms.523 The Royal Ontario

Museum's placement ofaneighteenth- and nineteenth-eentury indigenous North American art display

from its permanent collection in an area that visitors were required to pass through before reaching the

contemporary works, limited their aesthetic autonomy. Such a juxtaposition mirrors Lyotard's

understanding of the natural resistance to change engendered by state-sponsored authority."An

institution differs from a çonversation in that it always requires supplementary constraints for

statements to be declared admissible within its bounds."524

By the 1980s, installation practices had increasingly provided artists of Aboriginal ancestry with a

unique potential to develop what Lyotard calls an "unexpected 'move' (a new statement)." Guy Sioui's

52OLyotard, 79.
521Indians ofCanada Pavilion, "Expo 67 - Storyline,"Ottawa, DIAND Indian Art Centre files, 2.
522Lyotard, 22.
523Tom Hill, Canadian Indian Art 74 (Toronto: Royal Ontario Museum, 1974) n.p.
524Lyotard, 17,. .
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1974 sculpture-installation, La Direction, at Canadian Indian Art 74, was thus a prophetie

announcement, for it symbolically thwarted the ROM's·attempt to presenttwentieth-century Native

art as a smooth apolitical transition from the past. His giant blood-splattered arrow brought the

violence ofWestern oppression tobear on the institution, and marked the begînning of an Aboriginal

visual vocabulary rooted in contemporary socio-political issues. Western traditions of painting,

sculpture, and printmaking were also put to use as the "revoIt against existing conventions" gained

momentum via New Work By A New Generation.52
:'> EdwardPoitras' Stars in Sand thus occupies

another foundational moment in theemergence ofa new spatial aesthetic which generated a particular

convergencebetween Aboriginalceremonies and installation art' s embryonic Western vocabulary.

Similarly, Joane Cardinal-Schubert's Preservation ofa Species series, which was still in its early stage

at the Stardusters show, gradually evoked the "meta-arguments" Lyotard calls for to undermine

modern totalitarian authority. By 1992, her production ofspace addressed issues ranging from forced

assimilation to cultural appropriation in Canada.526 Furthennore, the ephemeral quality ofmost ofthe

installation-based productions discussed thus far carried the "time and space" limitations which

Lyotard suggests can prevent a 10ss of efficaciousness.527

The French theorist's celebration of post-modernism's ideologieal multiplicity or small (petits)

narratives concludes by defending its debt to the avant-gl:jrde. Western cultural innovations in art and

literature shifted emphasis from questions ofbeauty to that ofreality in so far as movements induding

Dada, Futurism, and Surrealism assigned aesthetic importance to the "unpresentable.,,528 Lyotard's

commitment to what art says matches Benjamin's observation regarding the pronounced redirection

in European art from a ritual to a political function during the early-twentieth century. The task for an

ailing society then becomes one ofbringing artists and writers "back into the bosom ofthe community"

as healers, which is also consistent with Poggioli's view of art movements as instruments for social

action.529 At Beyond History, in 1989, such prescriptions gained cross-cultural implications as the

avant-garde works on display were fmancially supported by both First Nations and Euro-Canadian

governmental sources. Robert Houle's 1989 Zero Hour epitomized the show's rehabilitative potential,

525Houle,4.
526Lyotard, 66.
527Ibid.
528Ibid,79.
529Jbid, 73.
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as bis rimai-politieai act aimed at relieving the late capitalist world' s most powerful nation-state of its

morbid obsession with nuclear wal.

The "contemporary dedineofnarratives oflegitimation" is a relatively recent and tenuous phenomenon

within Canada's art history.53o Publications sueh as the 1983 Visions: Contemporary Art in Canada

denoted the beginning of a post-war eontext that asserted the "different" as a condition of

understanding painting, sculpture, photography, printmaking, video, performance, and installation

practices.531 This book's coUected essays allowed for multiple points ofaccess to artistic production,

accommodating both the maintenance oftribal traditions by Haida carver Bill Reid and the new inter­

tribal art developed by Sarain Stump. AImost a decade later, Indigena inereasingly pressed for the

"abandonment" ofmaster narratives, whose "emancipation ofhumanity" and "realization ofthe Idea"

are for Lyotard orny thin veils of a forced consensus.532 The CMC's show revealeda theoretieal

militancy among the seleeted artists and writers of Aboriginal ancestry from across Canada, as they

waged an ideologieal war on one of the most celebrated events in European and North American

history. Co-curators Gerald McMaster's and Lee-Anne Martin's daim to "indigenous history"

represents a post-colonial act of empowerment, which morally commands the post-modern break up

of exclusive Western authority in Canada. Columbus' 1492 landfaU is transformed into "a five­

hundred-year legacy of religious, cultural, social, econoInic and political intolerance.,,533 Native

peoples' ongoing marginalised condition in 1992 thus becomes a primeexample ofthe nineteenth- and

twentieth-.century "terror" that Lyotard asserts as the priee humanity has paid for "the whole and the

one."534 Joseph Tehawehron David's untitled installation, which was rarely mentioned in media

reviews, metaphorically transported viewers to the exact site ofan intensely unpresentable moment in

Canada's CUITent events. Perhapshis staging of neo-colonial terror was too close to reality for

mainstream public consumption.

The Cleveland-born philosopher Fredric Jameson' s writings provide a relevant American perspective

on post-modernism, and his 1991 book, Postmodernism or, The Cultural Logic of Late Capitalism,

53O[,yotard, 65.
531Bringhurst et al, 9.
532Lyotard, 65.
533McMaster and Martin, 12.
534Lyotard, 81.
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features a series ofessays previouslypublished between 1984 and 1990. Jameson receive<! a Doctor

ofPhilosophy from Yale University in 1959, and taught French and literature at Yale, Harvard, and

the University ofCalifornia from the eady 1960s to the mid 1980s. Since 1986, he has been the chair

ofcomparative Iiterature at Duke University, and currently directs the institution's Centrefol" Cultural

Theory. Much ofthis author's work charts the shift in Western cultural practices according to socio­

economic evôlution of multinational. capitalism. Painting, vid~, architecture, and installation are

featured in Jameson's 1991 text, wherein he tests thequality ofaesthetic productions during the 1980s.

Such analysis can thus be logically extended t{) determine how selected artists ofAboriginal ancestry

in Canada had charged installation-base<! art with a collective socio-political task by the early 1990s,

and further, how they defme<! their collectivetelationshjp to the nation's identity politics.

Like Lyotard, Jameson considers the incredible human ton associated with Western modernism and

its concomitant domination of Third World countries. However, he goes further in suggesting that

post-modem substitutes for master narratives indicate an equally troubling and pronounced American

aspect ofinternational relations."This whole global, yetAmerican, postmodem culture is the internaI

superstructural expression. of a whole new wave of American military and economic domination

throughout the world:. in this sense, as throughout c1ass history, the underside of culture is blood,

torture, death, and terror.,,535 Suchsentiments are also present in Jean-Paul Sartre's preface toFanon' s

TheWretched oftheEarth, as the philosopher and former member oftbe French underground during

the Second Wodd War scoffs at Westernvalues abroad."And that super-European monstrosity, North

America? Charter, charter: liberty, equality, fraternity, love, honour, patriotism, and have you. ,,536 This

crossover between post-colonial and post-modem poIitics echoes in a visual way throughout the

aesthetic productions discussed thus far, as artists induding Edward Poîtras regularly brought Euro­

American bistory forward as an act ofcontemporary empowerment. For example, bis Small Matters

re-installation at Beyond History targets the govemment of the United States for its original military

suppression ofNative sovereignty, while honouring those tribes that perished in the eighteenth and

nmeteenth centuries."It is the differencebetween a colonial and indigenous reality, its past being

Inseparable from its present.,,537

535Jameson, 5.
536Jean-Paul Sartre, "Preface;' in Fanon, 26.
537Poitras quoted in Teteilbaum, 24.
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Technological advancements and their link to "fundamental moments in capitalism" are central to

Jameson's description of where the post-modern condition extends from. 538The Europ.ean industrial

revolution during the late-eighteenth century is used as the starting point in his Marxist-inspired

understandingofWestern society. Machine-made steam,electricity, andcombustionmotors !henmark

the next majorshift in both European and North American economics during the latter half of the

nine~nth century. Steam-enginetrain Hnes constructed across the continent were integral to the

evolution of Atnerican andCanadian corporate monopolies which stretched from sea to sea by 1900.

The graduaI displacement of Aboriginal tribesand bands in various western and northern regions

throughout the Dominioncorrespol1dedwithtbis middlëstage ofcapitalism. For instance,. Louis Riel' s

effort to assert Métis and Plains Cree sovereignty during the 1885 Northwest rebellion was thwarted

by the arrivai of Canadian troops in the District ofSaskatchewan frûm Ontario via the newly

construeted Canadian Pacific Railway.539 Henee, Jameson's perspective on Western machine

technology reveals the physical meansthat Euro-Canadians and Euro-Americans usedto overwhelm

the political and social differences that Aboriginal and Métis nations represented. The American

author's alignmentof modernism's ma.ster narrativeswith this second stage of capitalism thetefore

adds an economie motivation to the gradualinteIlectmil erasure of aIl non-Western or non-capitalist

aestheticevoeations fromCanada'sart histoty.

Fredric·Jameson daims that the tmrd or.late period of eapitalismcommences with the machine

production of electronic and nuclear driven devices during the 1940s. This predates Lyotard's post­

modem condition by roughly a decade. However,this minor discrepancyin post-modermsm's historie

trajectory as a "cultural dominant" may be due to its inherent ambiguity which Jameson describes in

terros of"a conception which allows for the presence and coexistence ofa range ofvery different, yet

subordinate, features.,,540 The development of multinational capital in Canada followingthe Second

World War .can thus be viewed as the economic catalyst for a graduaI shift. in federal cultural polieies.

For example, the bi-cultural rhetoric ofthe GovemmentofCanada pavilion atExpo 67,alongside the

People Tree's images of multiple racial contrasts, discemed a public 10Qsening in Anglo-Canadian

culturaldominanee. In 1971, when Prime Minister Pierre Trudeau introduced the Multieultural Act,

538Janieson, 35.
539see Joseph Kinsey Howard and Nicholas Vrooman, Strange Empire: A Narrative ofthe Northwest
(Montreal: Borealis. Books, 1994).
540Jameson, 4.
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Canada became the fust Western nation-state to officially acknowledge ethnic diversity as a

fundamentalcircumstance ofits existence. Tom Hill's reference to "the total mosaic ofCanadian life"

occupied by the participants in Canadian Indian Art 74 implicated the Royal Ontario Museum and

the DIAND in thisnew era of official plurality.54! However, works by Sarain Stump and Guy$ioui

confinnthe residue of pain and violence wruch Western post-modernism had inherited from

modemism's hegemonic orientation. Furtllermore, the awareness ofsocio-political ineq1..1ities expressed

by artists.ofAboriginal ancestry via installation from the 1970s onward, would increasingly involve

a recoil. to middle eapitalism's most supptessive moments and destructive aftermath for North

Ameriea's indigenous nations.

The highly politicized Aboriginal aesthetie reference system that surfaeedamong the selected artists'

practices during ofthe 1980s can thus positioned near what Jameson deseribes as post-modemism's

"problemofmicro politics."542 Ethnic, gender, race,.and religious differences are among the many signs

oflate capitalism's simultaneously oppositionist as weIl as totalizing cultural state. However, there is

a defmiteeconomic correlative to theway in which FirstWorld nation-states such as Canada facilitate

non-Westernartistic or literary irnprints on their official identity. This occurrence parallels Jameson's

observation regarding how the "First Worldproducesa Third World within itselfby its own inner

dynamic.,,543 By the late 1980s, whenthe work ofartists ranging from Alex Janvier to Edward Poitras

was becoming amuch sought afterculturalcommodity in North AmericanandEuropean public

venues, their Fourth World social status also surfaced. JoaneCardinal-Schubert eharacterized the post­

modem disparity faced by artists ofAboriginalancestry as. follows: "Wehave become part ofthe GNP

of Canada. The Ca.nadian Govemment is pushing our work in international e:xhibitions, but they still

are not inviting us to the openings.,,544

Another pertinent and sirnilarly uneveu adoption ofpost-modem values in Canada is revealed via the

secondedition of Dennis Reid's A Concise HistoIT of Canadian Painting, which received financial

support from the Canada Council for the Arts. Reid's immense1y popular survey text was fust

published in 1973, and itfoUowed the standard art-historieal master narrative. Theauthor,who was

54JHill,n.p.
542Jameson, 17.
543Ibid, 159.
S44Cardinal-Schubert,24.
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then the NGC's curator of Canadian art, initially oroits Fust Nations art from the nation's cultural

heritage, while celebrating the evolution ofpainting primarily by male artists ofEuropean ancestry in

New France, British Nqrth America, the Dominion ofCanada, and ultimately contemporary Canada.

In the new 1988 editionthere is an apparent effortto expand the survey's cQlturallimitations as Reid

introduces work by "Indianartists" incIudingNorval Morrisseau, Alex Janvier, Daphne Odjig, andBill

Reid.545 Unfortunately, the absence ofany nàrrativelink between these individuals and pre-twentieth­

cenmrytribal aesthetics denies such art its crucial sense ofbistoriçaland contemporary difference from

imported Western trl}ditions. His survey th~~depicts a rudimentary example of howmodemism's

exclusionary tactics are artificially updated by a post-modern "co-existence with resistant and

heterogeneous forces which it has a vocation to subdue andincorporate."546

MuchqfJameson's theory focusses on definfugpost-modemism's aesthetic qualities, which can be

directly related to the installation-based Phenomenon in question. Marcel Duchamp is named by the

author as among those artists who represent "genealogical precursors" to the late capitalist

experience.54
? The French artist's 1,200 Bags ofCoal and One Mile ofString thus foreshadow what

Jameson calls "a culture increasingly domfuated by space and space logic.,,548 If installation art is

driven by this post-modem architectonic fixation, creating multiple sensory distraction rather than a

singular visual effeet sets itapart from academic painting, sculpture, and printmaking traditions.For

example the sound, light, graphie, and sculptural elements ofEdward Poitras' Stars in Sand offered

more informationthan visitors could process during a cursory viewing. Similarly, Cardinal-Schubert's

text-Iaden walls at the CMCcould oruy be fullydeeiphered by visitors as they moved throQgh her

work. Such staged creations present a formaI· challenge to Western art's traditional focus onthe abject

and visual contafument. Similarly, there was no single commodity, point ofconvergence, or imagistic

stability to Mike MacDonald's Seven Sisters. His video installation offered three very different sets

of reeorded scenes on variously sized monitors th~lt viewers had to correlate for themselves while

passingthrough a corridor at the VAG. The accompanying audio track's healing son~,voices in

conversation, and envuonmental sounds complemented the artist's •• visual collages. No single object,

545Dennis Reid, A Concise History ofCanadian Painting, 2cnd cd., (Toronto: Oxford University Press,
1988) 337.
546Jameson, 159.
547.Ibid,5.
548Jbid,25.
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sound, image, or word can typifysuch work ofart, rather it is the state ofdiversion they induce which

qualifies as an irreproducible "aura.,,549

Acrylic paint, lead, split sheepskin, birch slabs, fibre~fiU, graphite, canvas, sand, glass bottles,

televisions, horse hair, animal bones, bricks, a baseball hat, wire mesh, beads, pine trees, chalk, and

polystyrene highlight the unlimited number ofmaterial combinatiollS used by the artists in question.

They (1lso aitestto "strategies of the pastiche" which Jameson believes is a central characteristic of

post-modem logic.55o For instance, the application of transistors - an archetypal product of late

capitalism - .onto feathered horse skuUs, which function as remuants of nomadic nationhood on the

Great Plains, underline the temporal expanseof Edward Poitras' Big IronSky. His material

combinationsbroughta bygone era ofAboriginal sovereignty forward into the late-twentieth century

at the Vancouver Art Gallery. This is an artistic practice which suggests a "post-modem emphasis on

nostalgia.,,55I Other examples inc1ude Ron Noganosh's placement of a hand-crafted Woodlands

costume against a backdrop ofmass-produced liquor botnes for Lubicon, as wt':ll as Joane. Cardinal­

Schubert's employment of an ancient hide-processing device situated atop a plexiglass base for

Preservation ofa Species: The Drying Rack. Hybrid treatments ofpre-twentieth-century Aboriginal

signs and objects to create situations that resist the totality ofWestern authority and technology in the

present is thus a common aesthetic factor among the aTtists in this study.

The entry ofartists ofAboriginal ancestry into official public forums from the 1967 Indians ofCqnada

pavilion ta the 1992 Indigena show marks an intellectual erosion of the nation's modem master

narratives. The graduaI shift from a uni-cultural ta a bi-cultural, and then a multicultural Canadian

identity maybe attributed to the larger ramifications of Western multinational capitalism. Although it

is critical toacknowledge the.post-colonialethic that permeated First Nations political, soci(1l, and

cultural realms beginning in the 1960s, and the ensuing decades ofinter-tribal solidarity. By the mid

1980s, Native leaders and professionals had wrestled a considerable amount ofcontrol over the lives

of their peoples away from Euro-Canadian btireaucrats. And yet the 1990 Oka Crisis seemed ta

confrrm the unilateral nature ofsuch power-sharing with regard to territorial rights, especially in light

54"Benjamin, 221
550Jameson, 25.
55lIbid, 19.
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ofthe federal Office ofNative Claims generalmtransigency sinceits inception in 1973.552

Installation-based practicesenableda growing radical contingent ofartistsofAboriginal ancestry with

the. unique ability to engage. post-moqernism's rootsvia Western avant-garde aesthetics, while

imp1Ïcating view~s and venues in urgent post7colonial spaces of.empo""erment. The return of

indigenous North Americanhealing symbolsand rituals played an .integral insuchcross-cultural

productions. However, if the rewriting ofCanadianart narratives haveany greater meaning

heyoudmere tokenism or feigned decentering. it .bad to takeplace beyond the. confInes of

anthropologically orientedvenues and regional galleries.

Land, Spirit, Power: FirstNations atthe National Gallery ofCanada

The Land, Spirit, Power: First Nations at the National Gallery ofCanada show inthe faU of1992

respondedto the increasirig presence ofcontemporaryartists ofAboriginal ancestryat publicgalleries

and museums, artist-runcentres, and commercial venues in Canada and the United States. It also

reflected SCANA's intense lobbying efforts of public instifiltions for equitable representation, and

DianaNemiroffs presenceat thesociety's 1987 Lethbridge symposium mentioned in Chapter III. This

majorexhibition wasfirst approved by the NGC in 1988, as Co-cl.lrators Nemiroff, Robert Houle, and

Charlotte Townsend-Gault graduaHy envisioned a project that would present viewers with an

opportunity to understand "a distinct cultural difference within mainstreamNorth American art/'553

The eigbte.en chosen artists' respective connections to their ancestral homelal'lds and the spiritual

qualities ofthese places proved tobe the show'soverarchingtheme. Installation-based productions

fIguredprominentlyin the collective curatorialselection, and creations by Domingo Cisneros, Teresa

Marshall,· and Rebecca Belmore are analyzed to offer. a closing perspective on this critical aesthetic

development in Canada's art history.

The Land, Spirit, Power catalogue, like the publication for Indigena, is li substantial document that

extends well beyond a visual analysis of the art on display orbiographical sketches of the artist

participants. In her foreword, Dr. Shirley L. Thomson, the NGC's executive director sil'lce 1987,

552see MiHer, 352 - 363.
553Diana Nemiro1f> R.obert Boule, Charlotte Townsend-Gault, "Land, Spirit, Power" in Nemiroffet al... 9.
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depicts the show as an effort to·"broaden the traditionally accepted parameters ofart."554 Each ofthe

co-curators' essays that follow set the faet and interpretation. of art by artists ofAboriginal ancestry

into the problematic context of such Western authority in North America. The show thus functioned

as a national exercise inpost-mod~rnism, wbich is. bothacknoMedgedandquestione<iat the same time.

This tenuous theoretical relationsbipbetween Canada and the First Nations during the.late twentieth

century. also echoed the contextual problematic viewersentered via select.ed installations.

DianaNemiroffreceived her Master ofArts in Canadian art history from Concordia University in 1985,

and wastheQuebeceditor oftheVancouver-based contemporary art magazine, Vanguard, duringthe

early 1980s. In 1984, she was appointed head curator of contemporary art at the NGe. For aImost

twenty years, Nemiroffhas played a key role in opening up the nation'slargest art gallery to post­

modem identity politics. This became mostpronounced following theNGC's move to a new multi­

million-dollar facility in 1988. Her essay in the Land, Spirit, Power catalogue, entitled "Modernism,

Nationalism, and B~ond: ACritical History ofExhibitions ofFirst Nations Art," reconciles the ethical

dilemmas faced by Western art institutions in North America over the course ofthe late-capitalistera.

Nemiroffclaims the CMC's collecting ofcontemporary art by artists of Aboriginal ancestry caused

the NGC's reluctance to create a national public holdings overlap. However, she adroits that this

absence ofplace was considered "clearly discriminatory" by the elllerging inter-tribal artistic

community ofthe 1980s .and in 1984, the NGCrevised its collecting poHcy to include contemporary

Indian art.555 Two years later, the gallery acquiredCarl Beam's 1985 acrylic paint, photo-serigiaph,

and pencilon plexi-glass work The North Amerioan Iceberg. Beam, whose paintings and prints

appeared inall ofthe shows discussed thus far except the Indians ofCanada pavilion, is noted by the

curator for bis visual coHapsing ofthe "past and present.,,556 His works juxtapose nineteenth-century

Aboriginal subjects, including Chief Sitting Bull, againstphotographs ofpost-war rocket launches in

America. This same temporal andcuItural jumping is vital to the expanded spaces and material sources

of installation-based .productions in review.

554Shirley 1l1omson, "Foreword" in Nemiroffet al, 7.
555Diana Nemiro1I, "Modemism, Nationalism, and Beyond," in Nemiroff et al, 16.
556Ibid, 17.
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Nemiroffthen turns to the NGC'sorigins via the Royal Canadian Academy ofArts, andrefers to the

.institution as a product of "Victorian Canada.,,557 The gallery's exclusion of First Nations· cultural

heritage fi-om the nation's official identity for over a century is charactetized as a normative Western

exercise, not unlike the 1876 Indian Act's segregationist orientation. These conjoined cultural, social,

and political injustices are given a more contemporaneous bearing by the author in reference to how

indigenous Peoples' organizations such as the Assembly of First Nations were "Excluded fromthe

Meech Lake round oftalks on constifutional reform, wrnchtheyJater helped to defeatin 1990.,,558Such

a reproach directed by a public employee at the reigning Progressive Conservative Party and ultimately

toward the accord' s architect, Prime Minister BrianMulroney reflects Jameson' s micro politics ofpost­

modemism. His important to note that Nemirof!'s position is tempered by associating the current

participation of Native leaders in the ensuing 1992 constitutional negotiations that led to the

Charlottetown Accord as commensurate with Land, Spirit, Power's objective to "deconstruct

ethnocentric assumptions ofuniversality in art discourse." 559

The Canadian shows cited in Nemirof!'s exhibition history inc1ude the NGC's Exhibition ofCanadian

West Coast Art: Native and Modern in 1927, which toured to the Art Gallery of Toromo and Art

AssociationofMontreal. Curator Eric Brown is held accountable for hanging a "contradictory show,"

where paintings by Emily Carr were displayed alongside an indifferent cross-tribal mixing of

nineteenth-century carvings and weavings from the National MuseumofMan's collection.56O Thisjoint

collaboration between the two national institutions conceived by the NMM's Marius Barbeau is

problematic because indigenous North west Coast art traditions were "portrayed as dead and dying,"

with no acCountfor the. cultural adversity caused by theircolonization and modern oppression.561 She

then charges Masterpieces oflndian andEskimo ArtfromCanada (an exhibitionjointly organized by

the Musée de l'Homme in Paris and NGC in 1969), with perpetuating a "primitivizing attitude" toward

Native art, analogoQs to the historiographie issues covered in Chapter 1.562 Most importantly, this

show's lack ofcontemporary work situated the historie work in a cultural vacuum, during an era when

artists such as Norval Morrisseau were leading a shift from modern to post-modern painting in Canada.

557lliid, 18.
55%id, 19.
55'Thid, 19.
5'%id,21;
561Ibid, 26.
562Jbid, 35.
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Land, Spirit, Power is thus cast in a sOl11ewhat overdue light,asitsummarizes an avant-garde artistic

wave thatgained momentum throughthe19808 in spiteofthe NGÇ's lethargy.Nemiroffconclud~ her

exhibition survey by applauding the Norman Mackenzie Art.Gal1ery and the.Indian FederatedCollege

for their foresight in co-mounting New Work By aNew Generation. The Vancouver Art Gallery is also

recognizedfor Beyond History, wbiI~ TomHilL Gerald McMaster, Robert Houle, Jane Quick-to-See

Smith, Rick Hill, and Alfred Youngmanare lallded. for their curatorialleadership. Perhaps.in an effort

to avoid any possible accusations ofintellectual appropriation, theNGC cuiator dOWIlplays her. own

contribution to institutional change via Cross-Cultural Views, Strengthenù1g the Spirit, and Land,

Spirit, Power, as "a result ofa complex conjuncture ofcircumstances."563

Robert Houle'sdualprofession as curator-artist, l.ike Gerald McMaster andtoa lesser extent Joane

Cardinal-Schubêrt and.Lance Beianger, places himdirectly within theart-historicaldiscourse that he

writes..1t.shouldben(ted that neitherHoule's norMcMaster'sartappeal'edinlndigena or Land, Spirit,

Power. Theco-curator's essay for the NGC catalogue .entitled "The Spiritual Legacy ofthe Ancient

Ones," advancesa maIigned heritage from thel11olll.ent ofChristopher Columbus' 1492landing on the

Tainopeoples' homeland. This thematic similitude with the CMC's show also counters the often

blindedWesterncelebratory rhetoric of1492, whichcoincidedwith Canada'sone-hundred-and-twenty­

fifth anniversary as a nation-state. For Houle, 1992 marks the lopgstanding detachment ofan "ethnie

specificity"fromitsterritorial origins via"WesternEuropeanethnocentricity.,,564 He thenasserts. that

a cultural reconnecting be conjured up in .C<local amI temporal narratives, and personal identities.,,565

Installation-base<ipractices facilitated tbis taskwith an infmite number of dramatic possibilities. For

example, Lithic Spheres brought the lllystery ofthe extinct Taino tribe'sll.ncfent stone-art to viewers.

Cardinal-Schubert'sPreservationofa Species: PfECONS1'RUCTIVISTS(This is the housethat Joe

built) Ùlserted observers within her family.'s anger towards racism in Alberta. Boyer's Huey, Dewey,

and·Louie Wannabee used comedie combinationsofmass-produced goods inafleeting redressof

middle-class Euro-North American consumer values.. ·Hence, .these works demonstratea shared desire

among their makers to disrupt modem Western allthority in the assertion ofa newinter..tribal identity

that rests squarely on the past

563Thid,41
56<fRobert Houle, "The SpiritualLegacyofthe Ancient Ones," in Nemir.<>ffet al .45.
5651bid.
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Houle's own progress as a curator-painter cornes into play as he celebrates the American artist Barnett

Newman's role in bringing indigenous North American art principles to the attention ofNew York

dealers, critics, patrons, and the public during the 1940s. Newmaniscredited withsteering painting

"away from the Renaissance imagery offigures and objects" that project a literaI beauty, and toward

a more animate aesthetic status best characterizOO by thegrapmc creations ofKwagiulth artists on the

Northwest Coast. 566 This critical juncturebetween WèStern·and Aboriginal perspectivesatthe modem

era'sclose and post-modemism'sbeginning alsoharkens back to Houle's "trans-cultural" assessment

ofthe artists inNew WorkByA New Generation.567The co-curator eventually draws uponhis Saultaux

ancestry to express fully how the link between land and spirit is a source of strength for the selected

contemporary artists of Aboriginal ancestry. His 1989 suite of four non-objective paintings in the

NGC's collection entitled The Place Where God Lives make refetence to thenarrows of Lake

Manitoba. For centuries thelocation hasbeen considered sacred among the Saultaux who refer to it

as Manito-waban; and they believe the sound emittOO from the water striking the cIiffs "to be the voice

ofManitou.,,568 Houle's oîl-on-canvas works, not unlike ms 1989 installation on the Vancouver Art

Gal1ery'sfront lawn, aresimultaneously informOOby an ancient tribalknowlOOge and thetradition of

AbstractExpressionism. These artistic syntheses invoke JaJ:neson's understanding ofthe culturallogic

overlaps wmch occur during the shift frommiddIe to late capitalism. "Modernist styles thereby become

post-modernist codes."569

The Saultaux curator-artist prèScribes a very dear etmcal debt that non-Native visitors to Land, Spirit,

Power must atone for if they seekfully to comprehend Aboriginalartistic empowerment. Euro­

Canadians areheld responsible for the "entrenchOO hatrOO" that erupted around the Oka crisis, when

Chateauguay residents peltOO cars containingmen, women, and children ofMohawk ancestry with rocks

as they were evacuated from nearby Kahnawake.570 He demandsanend to the modern Western

misconception of"aboriginal people as an impOOiment to nation buîlding.,,571 Aboriginal indignities

perpetuatOO in the name of American nationhood .arealso contested. The Mount Rus1lmore National

566Ibid, 46.
56Robert Houle, New Work ByA New Generation (Regina: Norman MacKenzie Art Gallery, 1982) 3.
568Ifol,lle in Nemiroffet al, 62.
569Jameson, 17.
5'7OfI()ule, 69.
571Ibid.
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Memorial in SouthI>akota is aglaring signfor Houleoftribalhumiliation, as theTeton Sioux'ssacred

BlackHiHswere unilaterally annexed by the federal government durmgtheJate-nineteenth century.· The

hills were subsequently defiled, from 192Uo 1949, via thecarvingof gigantiç bustsofPresidents

Washington, Jefferson, Lincoln, and T.Roosevelt Of the sixteen artists from across North America

inthe NGC's show, Houle acknowledges.that not aU carriedoutovert socio-political messages through

their respective practices. However, the co-curator suggests the foHowing overriding premise of

appreciation: "It must be pomted out thaf the New World as America (since the UnitedStates is today

the global hologram, with Canada as Part ofthat image), still needs a violent decOding and recoding,

if the artists.in tbis exhibition are Wbe seriouslyunderstood."sn .Sutha ref1ected Western violence

places the weight ofHoule's analysis within the fundamental post-colonial conditionthat FrantzFanon

outlined for Africa during the late 1950s.

Post-modemism's advent is viewed with suspicionby Land, Spirit, Power's Aboriginal co-curator,as

he postulates whether the late-capitalist era hasprOduced nothing more than a newmiddle class from

the 1960s revolutionary generation. According to Houle, AmeriCa is the West's supreme culturalmodel,

while Canada SeemS to be inferred by association."There.are too few truè innovations in its dominant

culture tocast it as rnaking a real break awayfrom thepast."~73 In the lndigena catalogue, Loretta

TOdd raises sirnilar concems regarding thetheoretical positioningofcontemporary artists ofAboriginal

ancestry, especially whenteJll1s such aspost-modernismare applied from the outside;"I have to

question the power relationship between those who are narning us •and our own naming process."~74

Ultirnately, !ioule daillls there is a cOrnmon "cyniçal rhetoric" among the exhibiting artists towards

late-capitaIism's cultural logic, and the oruy completelyreIiable basis for their art cornes from

indigenous North American values.~7~ Curative acts and symbolic devices derived fromtribal belief­

systems are exactly what· unites the installations.· featured throughout. tbis study· in a very distinct

manner. These same qualities are also manifest, although through different llleans, via the paintings,

prints,sculptures,fiirns,videos, photographs, and carvingsinLand, Spirit, Power.The artist-curator's

referen~es tothe show's collective expression as "the new aestheticismthat .can be found ininvoking

S72Thid, 46.
~73Thid, 53
574Todd in McMaster and Martin, 73.
575Houle, 52.
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the ritualistic and shamanistic art ofthe ancient ones."576 Undoubtedly, the NGC's most daunting task

would be how to rnaintain a respectful place for the Fifst Nations within Canada's cultural identity in

the decades tocome."ls tms exhibition the beginningof a dialogue?"577

Charlotte Townsend-Gault, who was a key contributor to the Visions: Contemporary Art in.Canada

publication, brought her combined art-mstorical andanthropological background to the curatorial

challenges ofLand, Spirit, Power. She seeks to renegotiate therelationship ofsuch Western disciplines

to contemporary cultural productions emanating out ofAboriginalcommunities in her exhibition essay

"Kinds ofKnowing." Townsend-Gault beginsby frrmly locating the show's sixteell artists according

to the general precepts laid out bytheorists such as Lyotard and JamesOllwho,py the early 1990s, had

become central to the rewriting project ofart historyin Canada.· "Their explorations are donein ways

that position the artists within the discourse of post-modern art.,,578 However, she too is wary of the

deconstructivist space where artists including Domingo Cisneros, Teresa Marshall, and Rebecca

Belmore are granted privileges that have been the exclusive domain ofEuro-Canadians for so long. The

co-curator suggests these individuals can "stop" their respective practices from being carelessly

consumed under late capitalism's deceptive multicultural premise throughreasserting the authority of

tribal knowledge.579

Nemiroff's avowal of how theNGC's "distanced" First Nations art from the Canadian mainstream

parallds Townsend-Gault's effort to reconcile the tenets of anthropology.580 In many respects,her

criticism also compliments Joane Cardinal-Schubert's Preservation ofa Species installation series, as

both seek to unlock pre-twentieth-century indigenous North American artistic traditions from the

modem Western logic "that has purloined and labeHed and enclosed them in museum vitrines.,,581

However, the"horrified" emotional response to standard anthropological holdingmethods thatinspired

the Calgary artist's work is substituted byTownsend-Gault's acadernic desire tosomehow salvage the

pursuit of cultural awareness.582 "But, anthropology can bedefended: itspractitioners have always

57%id, 70.
snIbid,71.
578Cbarlotte Townsend-Gault, "Kinds ofKnowing," in Nemiroffet al, 76.
579Jbid, 79.
~em:iroJf, 41.
58ITownsend-Gault, 78.
582Joan Cardinal-Schubert in Burns, 41.
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kl10wn both that there were things it mwd not know, and that there were things accessibleto its

researchers worfufrnding OUt."S83 Canadian anthropologist Diamond Jenness islauded forrevealing to

bis reaci~s the distinct characteristics ofNative perception, including the ViendatbeJief that "every

object,not l;llilnalone, possessed a soul,,584 In Towfl$end-Gault' s estimation,therecuperable value of

such early-twentieth-century research can be shared among Aboriginal and Western peoples.

Furthermore, the increasingly self-conscious nature of anthropology duringthe post-modern era

encourages a betrayalofhabits from the past, and McGill University's Bruce Trigger is again cited for

his keenobservation regarding the academic treatment of Indians as "more like props than actors."S85

Perhaps, the move by artists ofAboriginalancestryinto director-like roles via installations created for

Euro-America'smiddle and upperc1asse$to participate in~nd feelobserved canbe contemplatedas

a keen anthropological reversaI.

The Land, Spirit, Power co-curator summarizes her view on knowledge by making a daim for

ambiguity, where the differences between Aboriginal and Western perceptions are readily accepted and

occasionally non-transferable. "It is fmally dignified by protecting aH sides from zealous over­

simplification,by acknowledging a fmal untranslatability ofcertain concepts andsubtleties. from one

culture to another." From a political perspective, Townsend-Gault, like Nemirotf> gains hope for

Aboriginal difference in Canada through the presence of the National Cbiefofthe Assembly ofFirst

Nations, Ovide Mercredi, at the 1992 First Ministers Conference onconstitutional reform.

Selected works by Domingo Cisneros, Teresa Marshall, and Rebecca Belmore at Land, Spirit, Power

conclude the visual analysis .component oftbis perspective on installation art in Canada dating back to

the early 1970s. The participation in theNCG'sshow ofthese particular indiviciu(ilsexemplifies two

generations ofartists of Aboriginal ancestry who have maintained instaUation-based practices to

estabHshsigfl$ ofcultural difference. FUrthermore, each creation by Cisneros, Marshall, and Belmore

offers an occasion to summarize the collective ethical stances and material qualities oftbis innovative

movement within the larger contemporary inter-tribal artistic community.

583Townsend-Gault, 84.
584Jenness,296.
585Trigger quoted in Townsend-Gault, 86.
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Domingo Cisneros' presence in the NGC's showconfirmed the relevance ofshamanic knowledge to

installation-based practices in Canada, and bis 1991 QUébranto attempted to heal the intense severing

of nature from humanity. brought.about by lll.teqapitalism. (iU.74).As· former stud~ts pfCisneros',

EdwardPoitras, Lance Belanger, and Guy.Sioui a<lopted a similar hybrid deploymentofindigenous

North American spiritualismthrough art. The Tepehuane-Mexican artist' s longstanding use oforganic

materials most notably animal bones, pelts, andbides...to restate ancient Aboriginal beliefs alsoplaces

bis work alongside Sarain Stump's assemblages~ndperformances ofthe early 1970s. ·.Cisneros and

Stump can thus be credited withnurturing acoHectivereckoning ofrimaI arts via theirdirection ofthe

respective curricula at Manitou College and the Saskatchewan Indian Culmral College. Ultimately,

installation provided their students with a context where Aboriginal and. Western traditions could

conceptually and physically co-exist.

Duringthe 1980s, Cisneros exhibited throughoutNorth America at public, artist-run, and university

venues. New Work by A New Generation and Beyond History solidified his reputation as a leader

among artists of Aboriginal ancestry in Canada. For his 1988 solo show at the Thunder Bay Art

Gallery, entitled Laurentian Bestiary, the artist explored the mythical-spirimalpotential of the

scavenged and hunted organic materials fromtheforestaround his.home in La.Macaza,.Quebec. In

1990, he was selectedfor the Savoir Vivre, Savoir Faire, Savoir Être show at the Centre international

d'art contemporain in Montreal, which focussed on the relationsbip between art and ecology. At that

time, Cisneros characterized the purpose ofhis work as follows: "Je ne suis pas traditionaliste. J'essaie

de créer de nouvelles traditions, de nouvellescérérnonies, de changer ce qui a été arrêté au temps de la

colonisation. Seulement ainsi pourra-t-on faire revivrè l'esprit autochtone qui estJellement blessé.

Seulement l'art peut nous aider.,,586 Such a curative goal for a socio-political simation led him to

investigations of space, and he was the only artist to be represented by installations at both lndigena

and Land, Spirit, Power.

Cisneros' Quebranto feamroo the remnants of animaIs which often seemed at odds with a collection

of man-made objects, as the work' s tide also refers to lamentation or 10ssin Spanish. Hanging in

ladder-like fasbion fromthe ceiling near the wall on.one side oftheroom were a pair oftire chains, with

58~isnerosquoted in Claire Gravel, "Domingo Cisneros: Au Centre internlP:ional d'art contemporain," Le
Devoir, Sept.l, 1990: CS.
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a variety ofsmall animalleg bones interspersedamong theirlinked sections. Centredonthe back wall,

also hanging from the ceiling via a cowhide strap, was a sheepskin draped over a pointed length oftree

branch. (Hl.75) Coiled around one end ofthe branch was a leather whip, whose handlerestedagamst

the sheepskin's surfac(;:.. On the waU opposite the tire chains,a large hook-shap~ length of branch

capped with acow horn supported a pair ofsnow shoes. In the centre ofthe Boor were two assemblages

situated atopsections ofHolsteincow bide. Thef1(st featureda skull andotherbones set inside a leather

cow collar,andthe second was composed ofa.wooden cagecontaining a·severeddeerhoofandbolles.

(iH.76) Both directed the viewer's eye and movement towards the wbip and sheepskin assemblage.

Situatedjustibehindthissuspended.work weréapair ofskeletallegs set atop a section oftreeitrunk.

The combined effect ofQuebranto's componellt pieces wasthat of an altar-likespace,whereviewers

could movebetween a range ofstrategicallyplacedsacrificial objects. Nemiroffstates that the tire­

chain-and-bone creations suggest two beings cHmbing "to heaven.,,587 Meanwbile, the floor works

convey a sense of burden that has been imposed upon animaIs through human domestication and

entrapment. Cow bides and bones have figured prominently in Cisneros' work:, most often as symbols

ofEuropean colonial settlement in North America wbich over timedisplaced indigenous flora, fauna,

and peoples. Rence, the cow's collar as animplement ofanimal enslavement compliments the caged

deer hoof, as they aUuded to Western humanity's ever-increasing containment and diminishment of

natural environments. The abandonmentof environmentaUy sensitive Aboriginal t~hnology during

modem times was also intimated by the hanging snowshoes, wbile the wbip and sheepskin reinforced

a master-slave colonial dialectic. The truncatedbeing at the altar's end may be said to have represented

the injured state ofAboriginal peoples duringthe late-twentieth century, who watch as multinational

corporations defile the planet."The Earth's agony is a pain inside you. You weep for the daily rape of

your muse. You're enraged by the senseless wounds, the scars, the sadism in theaggression. AU tbis

unconscious egotism. This fatuous,.pedantic· superiority.,,588

Cisneros thus creates a repetitive and "c1osed system ofvalues," wbich, accordingtoO'Doherty,elicit

a viewer experience not unlikethe "sanctity orthe church" or the "formality of the courtrOQI11.,,589

587Nemiroff, "Artists" inNemiroffetaI, 132.
588Cisneros unpublished artist's staternent for the Cronica Boreal show, Saidye BronfinanCentre,
Montreal, 1983.n.p.
5890'Doherty, 14.
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However, tbis artist's foeus on producing an atmosphere based on the values ofwOOt Robert Houle

caUs the ancient ones also stands in contradictionto suçh Western settings, as he attempted to "return

to a shamanic state."590 Internai Recall, and Big Iron Sky by Edward Poitras, reveale:d a similar ancient

shamanic grounding, where a pain-healing visual couplet is directed through manipulations of space.

Organie materials, particularly bones, as indicative of tribal 10ss, are central to an anti-Western

aesthetiç politic that supercedes mere binaryopposition to assen Aboriginal cultural differences.

Cisneros and Poitras, aS weIl as Joane Cardinal-Schubert, embrace the paradox of their nrixed

European and North American ancestries to negotiatePllblic spaces tOOt can speak of Canada's true

hybrid identity.

Teresa Marshall's (b.1962) 1990 Elitekey at Land, Spirit, Poweraffirmedthe lasting relevance of

installation practices within Canada's inter-tribal art.community, as she was the youngest artist to be

featured at the NÇG's show. (i11.77) Born in Truro,Nova Scotia, Marshall studiedat Dalhousie

University and then the Nova Scotia College of Art and Design in Halifax, where she received a

Bachelor of Fine Arts in 1991. The artist described her mixed. Mi'kmaq{MicMac) and Scottish

ancestry, when she was using the name MacPhee, as "MicMacPhee."591 Duringthe early 1990s, while

still an art-school student, she began to show 11er work at artist-run and public venues across the

country; including Vancouver's Pitt International Gallery, Halifax's Eye Level Gallery and the Art

Gallery ofNova Scotia, as.well as the Wood1and CulturalCentre inBrantford. In 1992, Marsha11's solo

exhibition-installation Monopoly was featured at Ottawa's SAW Gallery. The period from the mid

1980s up to the early 1990s may bedescribed asa crucjal era when artists ofAboriginal ancestry who

engaged in installation-based practices gained a national profile through a flurry of group and solo

exhibitions at artist-run and public venues. Installation art shows and discourses in Quebec over tbis

same period highlight such a Canadian phenomenon, as references to Marshall, Cisneros, Poitras,

Cardinal..Schubert, MacDonald, Houle, and Rebecca Behn0re in L'installation pistes et territoires

confirm abistory over two generations.

Anne Wbitlaw's review in Parachute magazine of Land, Spirit, Power uses MarshaU's work as an

example of "the current illlPossibility of First Nations people to consider themselves fully Canadian

590Cisneros quoted in McMa:;tet and Martin, 138.
591MarshaU quoted in Lee Patpart, "Concrete Statements," Artscraft winter 1991: 39.
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citizens.,,592 Elitekey's three sculptural components included a life-sized MicMac figure, a MicMac

canoe, and a Canadian flag at halfmast- allcoustructedfrommesh frames filled and coated with

cement. The figure Eta Joe was inspired by the artist's childhood memories of her maternaI

grandmother,. whose most prized costume included a bighpeakedhoodand a long coat tied atthewaist.

Centuries-olddouble curve motifs and plant-like patterns arerendered in low-reliefcement onthchood

as weIl aslhe coat'sfringes and cuffs.(iH.78}TheBritishMuseum hasin its possessiona mneteenth­

century original ofsuch women's caps, made from beads and fabrics obtainedby the Mi'kmaq from
European traders. (ill.79) Marshall's decorative details are complimented by monotone cement

impressions ofnecklaces and medals hanging around the listing figure' s neck. whichalso denoteher

grandmother'spolitical stature as the first·female chief in the Maritimes. However, tbis Eta Joeeffigy

also lacks an identity,due to her handless arms and ahea.dless hood. Positioned approximately two

mettes away from tbis mysterious absent being, and inline with the flagpole, was a largeocean-going

canoe. The upturned bows ofthis cement vessel bear another ancientMi'kmaq design, that of the eight

pointed star, although the canoe, like the figure, is defective. It has no seats. Marshall completes her

sculpture-installation triad with a cement flag pole, bearing a halfhoisted Canadian.flag in a frozen

flappingmotion The standard's maple leafhas been eut out also malcing it defective, but at the same

time allows viewers to site the figure and canoe through a modem national absence.

The installation's title Elitekey, translated fromMi'kmaq to Englishmeans: 1 fashionthings or these

are the things that 1make. This artist' s conceptual approach and weighty materials reflect the influence

ofher sculpture instructor at NSCAD, Halifa)( artist JohnGreer, whose carvings ofoversized fivit pits

as weIl as grains ofrice in marble also designate conceptual situations. The grandmother figure relates

to Marshall's urban upbringing andprecarious connectionto her Aboriginal relatives who livedon a

nearby reserve."At the time of my most passionate and urgent quest to discover what ofmy past had

been denied,Eta Joe, as she was named by an eider, came to represent that. ,,593 This lack ofa cultural

identity thus accounts for the figure's missing head and hands. Furthermore, the sea-goingvesselrelates

to an ancient Mi'kmaq mythinvolving a deity named Glooscap, who was prediçted tocJeliverAboriginal

people from hann in a stone canoe. Marshall completedthe canoe when the Oka Crisis was being

592Anne Whitelaw, ''Land, Spirit, Power: National Gallery ofCanada, Ottawa," Parachute spring 1993:
39- 40.
593MarshaU quotedin an interview with Nemiroff"Artists," in Nemiroftet al, :201.
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played out and she daims in the Land, Spirit, Power catalogue it changed her intention for the work.

"While 1had originally set out to produce a vessel ofhope, the tides changed and so too, did my intent.

The canoe became an oxymoron, a crypt rather than a cradle.,,594 Without seats and a lacking buoyant

construction such an improbable boat would surely endanger its passengers. The cut-away flag thus

completes a visual syntax and alignment between the three cement-cast objects. It provides the

installation with a definitive political.bearing thatquestions the completeness orthe nation's supposed

multicultural identity and like Jameson's understanding of late. capitalism's culturallogic, generates a

"complex new conception of the relationship between culture and pedagogy."595 Euro-Canadians

moving through Elitekey at the NGC were being taught a lesson in the modem history of Aboriginal

exclusion, whose poignancy rested in the fact that such a situation was being perpetuated through post­

modern times.

Rebecca Belmore's (b.1960) Mawu-che-hitoowin: A GatheringofPeoplefor AnyPurpose installation

at Land, Spirit, Power pushed the socio-political aesthetic ofspace and experience in a new direction.

(ill.80JBorn in Upsula, Ontario, Belmore moved toToronto to study experîmental arts at the Ontario

CoUege ofArts from 1984 to 1986. The following year, after returning to Northern Ontario, she was

among a group of YOung artists who founded the Defmitely Superior. Gallery in Thunder Bay. This

artist-run centre was critical to Belmore's early work, as her exhibitions there often hovered between

installation and performance art. During the late 1980s and early 1990s, sheparticipated in a variety

ofgroup shows at artist-run centres induding the A.K.A. in Saskatoon, Toronto' s A Space, the SAW

Gallery in Ottawa, and the Niagara Artists Centre in Saint Catherines, Ontario. The artist's Ojibwa

(Anishnabai) ancestry was central to the artistic contexts she created at these venues, which

simultaneously affmned Aboriginal values and contested Canada's enduring lack of cultural space.

In January 1988, Belmore became Exhibit #671B in a performance-installation that took place on the

Thunder Bay Art Gallery's grounds. (ill.8i) Her one-day work was aresponse to the Spirit Sings

exhibition at the Glenbow Museum. The artist's support of the Lubicon Cree peoples' urge for a

boycott ofthe show targeted the SheU Oil company'sdriHing operations on lands claimedby the band.

In -18°Celcius weather, Belmore sat cross-Iegged and covered in blankets beneath a sign that said:

594Ibid.
595Jameson, 50.
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"Glenbow Museum Presents." A smaller signin front ofher read:"The Spirit Sings sponsored by Shell

Canada." She wore aIl atWetic shirt in reference to thelarger Calgary Wil'}ter Olympie Games boycott

called for by the Lubicon,and on it painted the multinational oil company's logo. Also hanging in front

ofBelmore was a plaque identifYing her as artifact #671b in reference to the Glenbow show's lack of

contemporary art. This anthropologically oriented criticism was further infused withhumour, as the

number also referred to a cheap wine according to the Liquor Licencing BOard of Ontario'sretail

ordering system. The support that the Lubicon Cree received fromcontemporary artists such as

Belmore, Noganosh,and Cardinal-Schubert reverberated Harold Cardinal's 1969 proclamationthat "a

newera in lndian politics" hadbegun. 596 Inter-tribal unity on cultural, political, and social fronts thus

served the FirstNations weil during the late capitalist epoch,

Creating art to "benefit the people" was central to Belmore's Ayum-ee-aawach Oomama-mowan:

Speaking to Their Mother, and a photograph ofthis performance was used as the cover image for the

Land, Spirit, Power catalogue. 597 (i11.82). The event, which originally took place in a meadow in Banff,

Alberta on July 27, 1991, featured a two-metre wide megaphone that thirteen Native speakers m,ed to

express their concerns on topies ranging from environmental destruction to social equality. In 1992,

Belmore toured the giant megaphone across the country witha stop in Meadow Lake, Saskatchewan.

At this site, local Cree eiders, who were facing criminal charges in connection with a rood blockade at

Wiggin' s Bay to prevent clear eut logging, were invited by the artist to enunciatetheir relatipnshipwith

the land. Such artistic activism was originally inspired by the Oka Crisis as Belmore became

increasingly concerned about the voice of FirstNations communities in Canada."1 liked the idea of

letting people speak truthfully in protest to the land, wmch has always heard our voices and reaffrrmed

ourstrengtb and our connections to it, rather than to the government, wmch ignores US.,,598

Asserting.cultural difference througb language and experience also guided Belmore in her creation of

a new work for the NGC's 1992 show. The Mawu-che-hitoowin: A Gathering ofPeople for Any

Purpose installation featured seven chairs with accompanying headphones set on a section offlooring.

The chairs were borrowed from Native womenwoom the artist knewand respected in her Northem

5%Cardinal, 107.
597Beltnore quoted in Townsend-GauIt "Artists," in Nemiroff et al, .114.
598Beltnore quoted in "Rebecca Beltnore," Ms. magazine summer 1994: 44.
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Ontario community. Each set ofheadphones playedrecordings made by Belmore ofthe chair's owners,

as theyrecounted stories.about their lives iDbothOjibwa and English.. The floral patterns on the floor' s

Iinoleum surfacewere somevvhat reminiscent ofbeadwork styles common to Ojibwa, Cree, and Métis.

Visitors were expected to encounter thework bymetaphysicaHy placingthetnselves in contact with the

seven women, as the artist acted as a conduit for their appreciation ofAboriginal mentalities. (m. 83)

Belmore's combination of Ojibwa and English in thetitles and content of the aforementioned audio­

orientedproduction~ I.eveal an attemptto reverse a linguistic legacy ofassimilation inCanada, while

promoting real cultural exchange. The banning ofindigenous North American languages during the

nineteenth andtwentieth centuries via thefederal govemment's forced edûcation policies created gaps

ofknowledge in Aboriginal communities across the country. The artist, like most Aboriginal people of

her age, does not speak the language of her eIders. Members oftrus oIder generation, who managed to

resist the draconian measures imposed upon them as cruldren at Christian-mn residential schools, did

not pass on linguistic skills to their offspring for fear that they too would bepersecuted."Born 1960.

1do not speak Indian. Assimilation: 1almost acceptedit, but in adolescence l experienced a disguised

oppression. 1am nowbeginning the process of claiming my true identity and shaH learn the language

in my time."S99 Such works therefore function on an implicit resistance to Western norms in North

America, and a desire to recover knowledge that·has been lost to the socio-political imposition of a

modern culturallogic. The self",affirming strategy ofMawu-che-hitoowin: A Gathering ofPeoplefor

Any Purpose at the NOC also enunciated "an authentic vocabulary" in a location where Aboriginal

aesthetics had been disaHowed for over a century.600 Furthermore, it was designed totake specific

advantage ofthe gallery's national authority and impress upon Euro-Canadians and Canadians of an

ancestries an acceptance for local values.

The tattered reclining chair, the wooden dining room chair, the metal kitchen chair with a pelt on it, and

the various other chairs invoke a personalized "fusion de l'art et de la vie," wruch has often been

describedas a common contextual denominator ofinstallation art.601 Belmore's artistic life in the non-

599J3eln1orequoted in "Do You Speak Indian?" unidentified source, DIANDIndian Art Centre files, circa
1989.
6OOfJou]e; 52.
6OlLoubier, 19.
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Native and inter-tribal art communities of Canada is brought into direct contact with an "imaginary

gI'ouping of people that "enaMe her to establish a sense of continuity with her own past without

resorting to the use of traditional art forms. "602 The cultural autonomy she achieved in Mawu-che­

hitaowin can·he considered as an innovative outgrowth of an aesthetic vocabularyandart-historical

discourse that spans from Canadian lndian Art 74 to Land, Spirit, Power. The overt pain andanger

that predominated among the installation-based productions documentedin ihis study was transformed

into a space where Aboriginal difference becomes an introspectiveact of participation for gallery

visitors. Such cultural confidence on Belmore's behalfcould not fully esca.pethe political shackles from

wmch Canada had yet to release the First Nations in 1992.

Land, Spirit, Power's brieftour to the Mackenzie Art Gallery in Regina, Housten's Contemporary Art

M»seum and the NickIe Arts Museum in Calgary suggests a tentative commitment on the NGC's part

inpromoting the "expression of cultural difference.,,603 It would appear as though the institution

conceded this responsibility to the CMC, whose extensive tour ofIndigena had a much greater presence

in Canada and the United States. This conundrum of representation seemed tO spill over into the

political arena as the federal govemment's Charlottetown Accord, whichacknowledged a limited form

of Aboriginal sovereignty and received the support of the AsselIlbly of First Nations, was

overwhelmingly rejected by bothNative andnon-Native Canadians in anational referendumon October

l2th
, 1992.604

The constitutional decisions facing Canada in the faU of 1992 were also linked by the mainstream

media to the possibility that Land, Spirit, Power was merely a federally sponsored and adeptly timed

"public-relations gesture.,,605 This observation by John Bentley Mays, in his review ofthe show for the

Globe and Mail, prior to Charlottetown Accord vote, carried a strong suspicion ofthe NGC's ability

toaccommodate post-modemism's supposed breakdown of master narratives. His reference to the

curatorial efforts ofNemiroff, Houle, and Townsend-Gault as "a white-guiltexhibition of'frrstnations'

artists"s»hsumes any possibility for aesthetic meritamong the sixteen featured artists.606 Similarly, the

602Whitelaw, 39.
603Thomson in Nemiroffet al, 7.
604see Miller, 377-379.
605John Bçnt1ey Mays, "Breaking Traditions," Globe. and Mail Oct. 16, 1992: CS
606Ibid.
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visual arts critic' s steadfast refusaI to consider their respective worksbeyond "Western traditions"

ignores how installation-based practices empowered Cisneros, Marshall, and Belmore tocreate spaces

where Ahoriginal aesthetics gained equalfooting. Anne Whitlaw' s review in Parachute of Land,

Spirit, .Power indicates how the nation'sart mooia was generating a more informoo discourse on

contemporary art by artists ofAboriginal ancestry. She deploys Eliteky, Quebranto, and Mawu-che­

hitoowin as examples of a cultural "heterogeneity" that "challenges spectators who expect a

homogeneous totality," and in doing so confirnls installation art's inherent .ability to sustain

difference.607 Perhaps, this isthe very quality whichmotivated a concerted move by artistsofAboriginal

ancestry in Canada towards ephemeral and spatial productions during the 1980s and early 1990s.

A Slackening Momentum

The socio-political force of installation art by artists of Aboriginal ancestry that wasengaged by

Canada'snetwork of university galleries,.artist-mn centres, and regional gaUeries in the 1980s

commanded vigorous responses from the nation's official gaUery and museum in 1992. This

phenomenon can also be said to represent a profound slackening in the nation's identity during the late

capitalist era. Beginning with Guy Sioui's 1974 La Direction and culminating in Rebecca Belmore's

1992 Mawu-che-hitoowin: A Gathering ofPeople for Any Purpose,· instaUation-basooproductions

becameessential sites for exposing and expelling Aboriginal tensions within the dominant society.

Euro-Canadians were increasingly confronted by a radical inter-tribal art in venues across the country,

as fleeting spaces and situational creations immersed them in a destructive colonial history signified by

present-day warnings of a neo-colonial future. Ifthe descendants of Canada's British and French

immigrants have been used as the assumed activators in such aesthetic plays, it is because they are well

represented by Western institutional frameworks in North America. This premise also supports the

necessity of bringing in national policies generated during the reigns of Prime Ministers Pierre Elliot

Trudeau and Brian Mtdroney. After all, there can be no doubt that the sense ofurgency in both the

works and exhibitionsunder review was frequently driven by CUITent éVents involving the First Nations

and the Government of Canada.

As places of celebration, publically sponsored venues not only validate individual and collective

achievements, they revealpow~r relations within late-capitalist society as a whole. "Never wasa space,

607Whitelaw, 39.
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designedto accommodate the prejudices and enfulllce the self-image oftheupper middle classes; so

efficiently codified."·608.The F.irst Nations.hadgnqoubtedlybeen forced into Canada's lowest classes

during the modem em, andit would take overaceijIDry before they '\Vere accord~d arightfulpresence

in the nation's institutionalspaces and narrativ~s. Tom Hill, Robert Houle, Eqward Poitras, Lance

Belang~r,]oaneCardinal-Schnbert, and .Domingo Cisneros.· tookan ~rly cOtnmand in this proeess

which a.mbunted to an artistic and intelléCtual empowerment. Perhapsthe .laç.kofpoliticalreference

points inBril:ln Q'Doherty'sas weU··as.JulieReiss' art-hîstôdcal discourses indicatethat instaUation's

odginalpractitioners in. New York including Marcel l)uchaI1lP, Alan Kaprowand Claes Oldenberg,

werem()r~concemed with altering perceptual m()des tharichallengingsociaLcontexts. During thelate

1970s, when a new generation ofNative art\sts, who were bom in a nuçlear era and pursued post­

secondary educatioIl,began experimenting with non-c0mlllerciai art, it soon became an effective tool

fôrpublic activisnlin Canada, Lackingthernodem Western baggage ofimported painting, sculpture,

and printmaking traditions,installatiol1 wasquickly, easily, and directly infused with indigenous North

American.aesthetics through the .. 1980s.

When the Government ofCanada moved to replace its bi-culturalpolicies ofthe 1960s with official

multiculturalism in the 1970s, itindicated thebeginning ofanofficialCanl:ldian post-modern logic. The

subsequentpublicsubsidization ofdiversity resulted in projects suchas Canadian Indian Art 74, as

Native artists were ideally positioned to.testa "just" society's limitsf09 .6y the 1980s, the Canada

Council for the Arts' role in sustaining funding for university and public galleries, as a legacyofthe

195J Massey Commission, increasingly dovetailed with theDIAND's cultural initiatives and direct

support for artists. The 1986 Stard~sters show at the Thunder .6ay Art Gallery demonstrates how

venues in urban locations with a considerable Aboriginal constituency took advantage ofthesedual

public fundingsources to promote a rising professional class of artists. A1though the problematic

situation which preventedboth status and non-status Indians frombeing considered for individual

Canaqa C()uncil visual artsgmnts persistedthrough tbis same decade, as applications were "marked

'Indianne,' and cast a.side."6IO Artist-run venues servedauniquerole as places where.individuals who

ml:lintained aregular installation practice during the 1980s - most notably Poitras, Cisneros, Cardinal-

6080'Doherty, 76.
609'frudeau and Axeworthy, 358.
610Joane Cardinal-Schubert, "In the Red," Fuse magazine fan 1989: 24.
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Schubert, and Belmore -were able to hone their context-creating skiUs. The presence oftheir respective

installations within the.programminghistory ofhoth Quebec's andCanada'sextensive.artist-run gallery

network represems aTormidable meetinghetweenart activism and Ahoriginal poliHcs.

Beyond History can he credited with capturingthe aesthetic phenomenon under review when it had

reached a cIimactic moment, as attested by theoverwhelming number ofartists who createdor recreated

recent installations in this 1989 show. Furthermore, co-curator Tom Hill provided the selected works

on display with a post-colonial and post-modern.art-historical backing. Meanwhile, Karen Duffek

contendedwiththe anthropological problematic ofclaiffiing "morethan asalvaged past" for artists who

traverse<! modem aesthetic and temporalbor4~rs.~uch was the daunting task in. a province and city

wheretribal artshad steadfastly resisted the contaminates ofmodem Western artfor centuries.611 The

infinite stylistic l'oIes of installation at the VAG were best represented by Robert Houle's and Bob

Boyer's works. Zero Hour extended from Houle's infusion ofAmerican avant-garde paintingtraditions

in the early 1950s with a concern for theenvironment, that looked to an inter-tribal melange ofancient

shamanic arts for cultural power. In contrast, Boyer's Huey, Dewey, and Louie Wannabe was a

humorous co-opting of Indian kitsch cOmmodities from late capitalism,Which countered thepainful

consequences of"their falsehood with eleêtronic documents ofcontemporary pow wows. Snch a diverse

field of expression similarly placed the video technology of Mike MacDonald's Seven Sisters off

against the foIksy construction ofRon Noganosh's Lubicon, while both addressed pressing Native

land-daim situations. Cardinal-Schubert's Preservation ofa Species: Deep Freeze, with its electronic

surveillanceofviewers walking among islands ofassorted common ohjects, developed a greater spatial

logic located somewhere between MacDonald's and Noganosh's respective material vocabularies. The

unequai relationship between Aboriginal peoples and modem anthropologyisthe site ofher discontent.

Europeanavant.garde legacies at BeyondHistory Were no moreevident thanin Edward Poitras' Small

Matters and Big Iron Sky as .both worksevince a specifie debt to the conceptual rigours of Marcel

Duchamp's assemblages and spatial affectations. This Regina-born artist'sconsistent and innovative

deployment of installation-based productions over the 1980s and early 1990s, eventuaUy gained him

entry into major international art forums. In 1995, Poitras was selected to represent Canada atthe

XLVI Vernce Biennale, where he transformed the entire Canada pavilion into a curative space for the

nation's forgotten Aboriginal veterans ofWorld Wars 1and IL Such a healing-and.anger visual couplet

611Hill and Duffek, 27.
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evoked tbrough spatialand ephemeral means predornin.{ltedthe Vancouver Art Gallery in thespring and

summerofl989, and it iscentraltohowHoule, Boyer, Noganosh, MacDonald, Cardinal-Schubert, and

Poitfas coHectively asserted sites ofAboriginaldifference. The foHowing year, JoaneCardinal-Schubert

characterizedthe Beyond History's ten featured artists as<an "Art Tribe" via yet another installation

in the Preservation of a .Species series· entitled Cultural Currency: The Lesson constructed for

Montreal's Galerie Articule.612

The discourses of post-colorualism and post-modemismhave been essential to tms art-historical

analysis becausethey represent larger intellectual shifts of the post-war-era •in Canada which in a

combinedcondition, could rdease the nation from thedilel1U)J.as ofunilateralidentity politics. HOM K.

Bhahba's ability tocelebratea hybrid stateof cultural existence among coloruzed peoples grants an

authority to synthesized aesthetic combinations ofAboriginal and Western traditions.• Healso evokes

post-colonial critiçism's catalytic effecfon the fracturing of modem logic. "The grand narratives of

nineteenth-century mstoricism on wmch its daims to un.lversalisms were. founded - evolutiorusm,

utilitariarusm, evangelism - Were also in another textuahnd territorial time/space, the technologies of

colorual andimperialistgovemance." 613 Fleetingtime and space are what differentiate thepotential of

the installations selected tbroughout to make the necessliry re-iterlitions of li socio-political contest

without it beingwholly consumed in late-capitalist terros. George E. Sioui'scutting and pasting from

textual sources over time to generate· anauthentic indigenous North American affront· to the

righteousness ofWestemmodem thought is thus li germaneliterary comparison."American societies

could benefit from demythologizing.'>614 The ethical edge that the Wendlit author invokes over Euro­

Canadilin readers is also exactly thecircumstance which Euro-Canlidian viewers atart venues across

the country would come to know by the early 1990s.

Post-modem theory locates Western humaruty within a similar process tbrough the necessity for it to

overcome acrisis in values, and Jean-Fr1;lnçoisLyotard shudders at the inevitable catastrophe of

maintainingaviewtowards society as an unstoppable "giant machine."615 What iftheseworks by artists

of Aboriginalancestry were considereda ping in the machine's engine? Is there any way to make

612Domingo Cisneros, CarlBeam, and Pierre Sioui werealso featured in BeyondHistory.
613Bhabha, 195.
614Sioui, xxxiii.
615Lyotard, 13.
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multinationalcorporations and emergfug unelected world government bodies listen to such lmock.il1g

being madeby indigenous peoples around the globe'? "Thèanswer i5: wage awar ontotality; let us be

witnessesto the u:npresentable; let us activate tl:îedifferencesand save the honour ofthe name." The

veryêoncypt that artcan continually act .a~ (,1toolfor socialchangeamongWestern theoristsfrom

Walter BenjamintoFrançois Lyotard, hadincreasingplaced the possibility for avant-garde aesthetics

atthe twentieth century's end, under suspicion. In.the United States ·ofAmerica, which by the close of

the 19.80s had achieved its post- war qream ofwodd economic and military supremacy with the Union

of Soviet·Socialist Republic's collapse,culfural apathy beginsto take aliteraty root. FredI"icJameson's

search forhopeful resistance tbrough works ofart, beginning with the painting ofVincent Van Gogh

up to Nam June Paik'svideo-installations, appears to be a dqomed exercise."Onewould wanttobegin

to wonder a little more seriouslyabout the possibilities ofpoliticaI or eritical art in the postmbdem

period of late capital.,,616 The post-colonial ethie. of installation-basedproductions by artists of

Aboriginal ancestry arenever factor~ intq hisdesire for real change, whichseems to indicate the

inheritance ofalllodern narrative blindness. Indigenous North Americanlmowledge maybe coll.sidered

both as an unavoidableconsciousness Or purposèful failure in the ctllturallogicpflatecapitalism. The

fourthBiennaleofHavana, locatedon an Island ofcommu:nistdissent in theshadow ofAmerica, offered

a corrective overture tosuchan enduring Western problematic.andconsequent apathyin 1991. Entitled

Challengesto Colonization, and organizedby the Centro de Me WilfredoLalll, thebiennalefeatured

wOrks bycontemporary artists fromover one-hundred-and-fortycountries includingAfrica, Asia, the

Carribean, Latin America, and the Middle East. The participation of Edward Poitras, Domingo

Cisner()s,Rebe<;ca Belll1ore,and Joseph Tehawehron I)avidinthis exhibitionwas a indicator that their

artistic activismhadcome simultaneously to represent and contest Canada's cultural identity on an

intemationallevel.

The combined impact of.Indigena: Contemporary Native Perspectives and Land, Spirit, Power: First

Nations at the National GalleryofCanada was a concerted discussion about current relations betWeen

the FirstNations and Canada inthe mainstream press, contemporary art reviews,and academic settmgs.

Ina 1993 article for The Canadian Forum, Ruth B. Phillips, an associate professor of art historyat

Carleton University in Ottawa, revealstheped(,1gogical momentt,lm whichthe participants in thesetwo

1992showshad generatedover the course oftwo decades. "The twoshowsalso invert the conventional

616Jameson, 9.
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practicesofetlmograpmc museums and art ganeri~.This ~ime theGallery that shows "artifacts" among

the œsel paintings and sculpture-masks and dance blanket-made not only for display, but also to be

worn in important ceremonials. The Museum, however, includes oruy works that fit Western 'fine art'

genres. "61
7 White the binary institutional oppositionproposedby Phillips somewhat oversimplifies each

work's individual context, she does make pertinent inquiries about modem Western authomy wmch are

drawn frOID agenuine acceptance ofcontemporary Aboriginal perspectives. Ifthe paintings, sculptures,

hlankets, films, prints, carvings, videos, and photograpns on display in Ottawa and Hull in 1992

represent a collective aesthetic with Canadian ramifications, then how and whycan installation-based

productions be singledout for attention? An answer totmsquestion lies in the field ofartistic purpose

engendered by the seIected works from both shows.

Installationart at lndigena and Land, Spirit, Power exerted a common contextual exercise inreshaping

ideas ofCanadian nationhood, while evoking the interdependent state ofpost-modem and post-'colonial

strategies in North America. The physical syntheses between Aboriginal and Western arts via

installation practices exhibited a full play ofeffects, where the creator and viewerare engaged in a

dramatic socio-political exchange. Lance Belanger's Lithic Spheres memorialized the 500 year old sin

ofWestern values in the New World, as his artisticmimicry conveys an untranslatableand unframable

Aboriginal knowledge. The viewer becomes a witness to the artist's temporarily assembled argument

in support of a reconsidered history. .In Joane Cardinal-Schubert's Preservation of a Species:

DECON8TRUCTIVISTS (This is the house that Joe built), individuals were archifectonically drawn

through a narrative of anger. Her writing on wall surfaces becomes a spatial tool for redressing

Aboriginal oppression that stemsfrom the enforcement ofmodem logic in Canada, while functioning

as·a cathartic process ofpersonal identiry reconstruction for an to see. The presumed Euro-Canadian,

and to a lesser extent Euro-American, audiences targeted by these artists at the CMC and NGC

anticipateshow and why.the nation's identiryhas been designed as an antithesis to Native cultural

accomplishments sinceconfederation. Installation practicesaretherefore deployed to create microcosms

ofresistance, and Joseph TehawehronDavid's untitled work at the CMC manifested the urgent need

to negotiate a new relationsmp between the First Nations .andEuro-America. His intimate rendition of

the Oka Crisis's final days implicated viewers in the violent underbelly of contemporary Western

democracy.• The anti-Western current that flowed through Indigena and Land, Spirit, Power at the

617Ruth B. PhiHips, "Making Space," The Canadian Forum winter 1993: 20.
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moment of their simultaneous existence in the national capital region during the faIl of 1992 was

epitomized by the presence of Domingo Cisneros' art on both sides ofthe Ottawa River. Quebranto

at the NGC lamented the colonial and neo-colonial displacement of ancient Aboriginal worlds, via a

ritualized space where bones, skins, and manufactureditems re-signifYnature's power over late

capitalism's detached stateofhuman existence. Teresa Marshall's sculpture-installationElitekeyplaced

the battle for FirstNations rights and freedomsin a distinctly Canadian framework. The area occl,lpied

by her syrnbolic references to the pastand present were indicative of howcontextual art had evolved

over two generations to become a conventional vocabulary among artists ofAboriginal ancestry. Self­

affmnation as a new strategy ofhegemonic resistance inspirooRebecca Belmore's Mawu-che-hitoowin:

A Gathering ofPeople for Any Purpose, where post-modem technology facilitated a post-colonial

rebuilding. Thehealing process of her art was projected from aJocal Aboriginalstrength for the

betterment of aU peoples, and while 1 sat and listened to the English and Ojibwa soundtracks of her

installation it made me a participant as weIl as a believer in the real value of cultural difference.
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Conclusions

Inthe introduction, 1indicated thattl}einstaHation"based productions by artists ofAboriginal ancestry

in recent decades has proved provocative and controve.rsial. The analyses ofexhibitions in Chapters

III and IV revealed that the selected artists were very effective in their use ofspace and media, and that

they speak in a complex languageofIegal, poHtical, social, and spiritual terros indicative oftheirpost­

colonial position. The extensive c0I:ltextualizationthat 1have provided as a compleJllem to the. works

discussed in Chapters II-IV of tbisdissertation has readily indicated that the rise ofapoIitical voice

throughinstaHation-based practices was concurrent with a greater rise inpolitical actiyity amongthe

FirstNations in Canada. Moreover,we have soon that, over theperiod ofalmost two-hundred years,

there has been a significant sbiftin official c.olonial mentality in tbis country, and that this movement

is consistent with global post-colonial conditions. Now, as 1 conclude my dissertation, 1 tbink it

important to observe a certain paradox in these circumstances. On the one hand., the graduaI

recognition, and mOre wide-spreadacceptance ofpluralism and multicultw'alism as "a Western social

reality has madeway for the expression ofpolitical views by peoples once completely subjugated by

colonial and neo-colonial oppressors, wbile qn the otherhand, the contributionofthe political activists

and artists discussed in this dissertation has, in no small way, forced tbis same post-colonial

recognition. Thatacknowledgmenthasboonachieved is easily demonstrated when weconsidedhe long

path official museums have travelled from the time when 'artefacts' ofa race ofpeople supposedly on

a courseto extinction werecatalogued and filed, to the staging ofmajor exhibitions featuringartists

of Aboriginal ancestry at the nation's most prestigiouspublic venues.

Colonial mentality, and its equaHy brutish cbild in neo-colonialisID, has boon one ofthe most important

political themesrunningthrough tbis dissertation. When Western Europeans first.started to dominate

North America, their interest in First Nationsbistory, traditions, politics, social structure, economy,

and spiritualism did not extend beyond that wbich their mercantilist andexpansionist aspirations. As

the colony was consolidated, Native peoples were increasÏngty dehumanized by the colonial mentality,

to the point where, contrary to scientific evidence, leading researqhers were propagating extinction for

tribesacross the continent. Legitimized.through racist writings ofthe nineteenth-century'sJeading

anthropologists, colonialism defined the inferiority ofindigenous North Americans, and systematically

imposed this deftnition. Expropriations of territory, bans on religious and social practices, forced

assimilation, residential schools, band-numbers, minority status: aH these were control measures that
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stripped away at identity. In retrospect, one is left wonderinghow federal authorities in Canada failed

to precipitate the most expectable reaction to their aggressive attackson Aboriginal identity;·an urgeilt

compulsion for self-identification and self-defmition by Native peoples. Such a mirroring proved

central to installation art's contextual orientation"

Neo-colonial conditionspersisted through the twentiethcentury, but the course ofthecenturysaw

increasing political activism .among inter-tribal organizations. In the last half of the centuty, an

international trend in anti-colonialism gavesuccour toNative aspirations, and it is then that We see the

most cQncened efforts by these peoples to recoveridentitiesstripped away by legalized oppression in

Canada. This was particularly trueinartisticcircles. We have secn that self-run education centteswere

establishedby Aboriginalpoliticldorgaruzations, andthat their curriculaplace heavyemphasis on

tradition; ritual productions, religions ceremony, shamanism, storytelling etc. SarainStump and

Domjngo Cisneros thus stand as leaders in such a pedagogical revolution. Furthermore, the paintings,

sculptures, carvings, baskets and otherworks at Canadian Indian Art 74 concretized the artistic

recaptur.e ofan identity rooted in traditionand yetopen to the future. Pain and violence. also make their

earlY appearance .in this show as a critiêal.visual couplet in multi-mediactic works.

Recapturing identity was a very important process in a collective Native self-confidence. Once re­

identified and. self confident, Aboriginal peoples came to. tenus with the fact that their collective

identity, like that of practically aU groups in. the post,.colonial world, was fluid and subject to

redefinition. With this we also see the rise of cross-cultural inclusion via installation art by artists of

Aboriginalancestry,. and a paraUd occurrence in the writings ofNative curators. In tbis respect New

Work By A New Generation wasa pivotaI show, as Robert Houle.sets the tonefor a radically neW

discourse while EdwardPoitras producesa space that wa.s unprecedented in the history of art in

Canada. The increasing tensions of bouncingbetween •thepoles of post-colonialism and post­

modernismwere most evident at Stardusters, where public and privatefunding sources seemed at Odds

with heterogeneousdefmitions ofculture. It was also at this time that Joane Cardinal-Schubert made

her presence known, as she continues to be a formidableadvocate of Native rights and freedoms

through her artistic and literary acrnevements.

By the late 1980s, a radicalaesthetic voice was ringingclearlythrough post-colonial Canada, and as
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my study has shownselected artistsofAboriginal ancestrypositioned themselves b~tween indigenous

traditions· of North America and the avant-garde trends of Western Europe. Beyond History

established the volatile terrain where art collided with activism at sites ofEuro-Canadian privilege.

The Lubicon land daim and the Oka Crisis were soon personified in spaces that demanded non~Native

viewers perform the urgent frustrations, fears, and violence of contemporary Native experience. In

1992 Indigena and Land, Spirit, Power jointly signified a five-hundred year purging andhealing,

wmch instanation~based practices had come to facilitate in a unique maIll1er at the nation's newera

spaces for cultural authority. Rebecca Belmore's installation-based practice thus represents a voÏCe

of difference tOOt continues to move forward. The question wmch remains today is: are these artists

being heard? "There is the reality of a mgWy developed, just society that the world knows, and then

there is the harsh and deadly reality which aboriginal peoples endure.,,618

618Assembly ofFirst Nations ChiefMatthew Coon Come quoted in Simon Tuck, "Natives suffer 'deadly
reaHty,' chief says,"Globe and Mail, Aug. 27, 2001: A12.
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Epilogue

"Geronimo had a Cadillac and used to drive it to church where he'd sign autographs.,,619

The realization ofnew identities for Fifst Nations peoples across North America is a necessary project

for both Canada and the United States of America, ifthese nation-states are genuineJy interested in

tackling ethical questions with the potential to generate real democracies ·rather than those that have

been feigned for so long. Asia person ofmixed French- and Irish-Canadian ancestry 1Can only speak

from a position within the dominant Western society's middle dass, which hasyet to grasp fully the

need for Aboriginal sovereigntyand thus perpetuates subjectivity. My academic knowledge and

curatorial experience have heen fused in this doctoral dissertation, as a meansasofbringing the reader

doser to an art form contingent on bodily experience. With this in mind 1must admit to not having

witnessed Guy Sioui's La Direction, Edward Poitras' Stars in Sand, and Joane Cardinal-Schubert's

Preservation ofa Species: Drying Rack beyond photographie reproductions. However, mygood

fortune enabled me to be present at the openings ofBeyond History, lndigena: Contemporary Native

Perspectives, and Land, Spirit, Power: First Nations at the National Gallery ofCanada, where 1

sensed a cultural community in action. Furthermore my personal and professionallinks tosOme ofthe

artists featured in this study have provided me with a privileged view on installation-based practices,

as weIl as a profound respect for the socio-political issues at hand. 1 can only hope toconvey these

same qualities in my writing.

619paul Chatt Smith, "Home ofthe Brave," C Magazine summer, 1994:39.
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