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Key Texts:

Belcourt, B. R. (2016). Can the Other of Native studies speak? Decolonization:
Indigeneity, Education & Society Wordpress. Retrieved from
https://decolonization.wordpress.com/2016/02/01/can-the-other-of-native-studies-speak/

In this piece Belcourt forwards a critique of the field of Native studies, particularly
calling out the recent interest in Indigenous masculinities and the foreclosing of space for
Indigenous queer, trans and two-spirit people’s contributions. He argues that there are
forms of queerness that exist outside the boundaries of our current discursive concept of
Indigeneity resulting in people that are constantly denied safe worlds to live in. If the
field of Native studies exists to challenge colonial epistemes and radically think through
the decolonial future, why are we not building worlds for everyone to exist within? This
piece is important because it emphasizes the necessity of dreaming new worlds into
existence as a radical act of decolonization and resurgence. I see creative and artistic
projects as having the ability to take on the responsibility of radically imagining
decolonial futures for all members of our communities to contribute to and exist within.

Dion Fletcher, V. (2012). Walking Landscapes. West Coast Line, 46(2), 80- 87.

In this piece the author and artist Vanessa Dion Fletcher explores her artistic
practice as an exploration of land and body literacy that allows her to affirm her own
subjectivity while strengthening material connections to the land. The project she
describes involves engaging her own physicality with three specific landscapes that have
been important to her identity as an Indigenous woman. This piece will be used to
demonstrate the ways in which Indigenous artists employ artistic methodologies that are
decolonizing and that strengthen relationships to the land. Additionally, this piece
demonstrates the interconnectedness of subjectivity and materiality and how artistic
practice can allow us to affirm subjectivity while contributing in material ways to
decolonization.

Dion, S.D., & Salamanca, A. (2014). inVISIBILITY Indigenous in the city: Indigenous
artists, Indigenous youth and the project of survivance. Decolonization: Indigeneity,
Education & Society, 3(1), 159-188.

Through their discussion of an exhibition featuring Indigenous art exploring
urban Indigeneity and education , the authors emphasize the role of youth in
participating in decolonization through artistic practice. The exhibition was centered on
urban Indigenous experiences in the Toronto school system with an awareness of how
Indigenous youth do not see themselves reflected in art galleries and museums. This
paper is useful for its discussions around urban Indigeneity and how urban youth
encounter authenticity narratives that challenge their identities. Through their project,

oN
o v 'e
o -
- 0 z Sustainable Water Governance and Indigenous Law | www.decolonizingwater.ca

@
"’41“3



the authors demonstrate that youth-based art projects are an embodiment of ‘survivance’
that allows youth to participate in identity, culture and presence. This article will be used
to demonstrate the specific challenges that urban Indigenous youth face as well as the
value in arts-based engagements with Native youth to find empowerment in their
identities and communities.

Flicker, S., Yee Danforth, J., Wilson, C., Oliver, V., Larkin, J., Restoule, J., Mitchell, C.,
Konsmo, E., Jackson, R., Prentice, T. (2014). “Because we have really unique art”:
Decolonizing research with Indigenous youth using the arts. International journal
of Indigenous Health, 10 (1), 16-34.

This study explores the potential for arts-based engagements with Indigenous
youth across Canada to discuss issues of HIV awareness and prevention. The authors
argue that creating a decolonizing research methodology involves acknowledging the
validity of arts-based methods for communicating knowledge and they thus employ a
series of art workshops for Indigenous youth as a research practice. They found that art-
making fosters intersectional identities, is accessible and empowering and that both the
process and product of art-making is significant for youth. However, some youth were
uncomfortable with art workshops intended to have an aesthetically pleasing final
product. Although this study is oriented around art approaches to research practices, |
will use this article to talk about the decolonizing role of art-making that does not focus
on an aesthetic product but rather a process where knowledge is transmitted and
identities affirmed.

Hunt, S., & Holmes, C. (2015). Everyday Decolonization: Living a Decolonizing Queer
Politics. Journal of Lesbian Studies, 19(2), 154- 172.

This article articulates a queering decolonial praxis that is premised on enacting
accountability across axes of difference within our intimate relationships with family and
friends. The authors outline the ways in which anti-colonial struggle has marginalized
the voices of two-spirit Indigenous people and how our efforts for decolonization must
make space for these voices while simultaneously dismantling colonial gender binaries
that compartmentalize Indigenous communities. Importantly, the authors draw our
attention to the relationships between colonialism and dichotomous thinking, urging us to
disrupt any systems of knowledge that are not accountable to the complexities of
Indigenous queer and two-spirit people. This work relates to Indigenous art as
Indigenous art is the creative envisioning of radically decolonial worlds where we can
enact the accountability the authors discuss. Collaborative Indigenous art is a site where
this relational decolonial praxis is embodied as we negotiate our axes of difference and
collectively create new decolonial futures attendant to our shortcomings of the present.
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Martineau, J. & Ritskes, E. (2014). Fugitive Indigeneity: Reclaiming the terrain of
decolonial struggle through Indigenous art. Decolonization: Indigeneity, Education
& Society, 3(1), I-XII.

This paper theorizes the relationship between Indigenous art and decolonization
in the settler colonial context. For Martineau and Ritskes, Indigenous art can be
simultaneously a site of resistance and resurgence, contesting settler colonialism while
also existing outside of, and not in response to, colonialism. Indigenous art has the
potential to radically affirm subjectivities while also invoking material contributions in
the struggles for land. They characterize a fugitive Indigenous aesthetic as one that
rejects colonial forms of recognition, existing in its own decolonial realm where it is
unreadable and incomprehensible to colonial logics. This paper will be used to
emphasize the centrality of art-making for decolonization through the ability of artistic
practice to be a fugitive act that resists, contests and dreams into being alternative
decolonial futures.

Mojica, M. (2011). An excerpt from “Scoring the Body through Kuna aesthetic
principles: Indigenous dramatic arts in theory, process and practice.” Canadian
Theatre Review, 146: 61- 62.

Performer and dramaturge Monique Mojica discusses the use of Kuna
pictographs as a mnemonic for placing the body in space in an intentional way informed
from ancestral dance traditions. In this sense, performance arts that use the Kuna
pictograph can recover culture and memory of Indigenous ways of knowing. This type of
movement in the body can unlearn trauma from colonization and genocide that remains
in our physicalities. This article will be used to demonstrate the multiplicity of ways
Indigenous artists conceptualize their artistic practice. Performance art from an
Indigenous perspective can be an act of remembering and activating ancestral memories
to heal the performer and potentially the audience.

Nason, D. (2013). We hold our hands up: On Indigenous women’s Love and Resistance.
Decolonization: Indigeneity, Education & Society Wordpress. Retrieved from
https://decolonization.wordpress.com/2013/02/12/we-hold-our-hands-up-on-
indigenous-womens-love-and-resistance/

In this article, Dory Nason discusses Indigenous women’s boundless love in the
context of #ldlenoMore and highlights the intentionality of settler colonialism in
targeting Indigenous women as centers of power and strength in Indigenous
communities. This means Indigenous women face multiple forms of violence including the
distortion of Indigenous women’s love in the mainstream media as self-serving and
opportunistic. Indigenous women writers and filmmakers have always reminded us of the
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love we have for each other and the land. This piece will be used to frame Indigenous

women’s contributions to community and nationhood through artistic practices such as

writing and filmmaking. This piece will also be used to demonstrate the necessity of

enacting accountability through artistic practice to empower members of our

communities who face disproportionate violence.

Pedri-Spade, C. (2014). Nametoo: Evidence that he/she is/was present. Decolonization:
Indigeneity, Education & Society, 3(1), 73-100.

Anishinaabe scholar and artist Celeste Pedri-Spade discusses Nametoo, a series of
photographs compiled with her family while out on their traditional territory. She
articulates her own conception of decolonial aesthetics as something that is done with the
whole body of a person invoking relationships with self, each other, land and artistic
medium. Nametoo contributes to decolonization because it gathered family members at
gawaabaasheeung to strengthen relationships between each other and homeland. This
work will be used to articulate an Anishinaabe conception of art-making that is always
relational and that overflows the boundaries between artist and subject to include
spiritual relationships to ancestors and land. Decolonization must strive to repair,
reclaim and strengthen the relationships that settler colonialism attempts to destroy and
Nametoo is a profound example of how we can use artistic practice to reclaim those
relationships.

Pedri-Spade, C. (2016). Waasaabikizo: Our pictures are good medicine. Decolonization:
Indigeneity, Education & Society, 5(1), 45-70.

This article outlines the role of Anishinaabe photography in decolonization
through a project called Waasaabikizo which involved 10 families gathering together and
sharing photographs which were taken by their ancestors. Feelings of loss and distance
from these ancestors were transformed through a creative practice that resulted in the re-
making of 15 portraits of people out on the land. Waasaabikizo contributes to
decolonization because it facilitated the rebuilding and strengthening of family
relationships, opening the door for deeper cultural memory to be accessed. Looking at
the pictures together gathered people in a process of relationship building and grounded
Anishinaabe decolonization in images of strong and tenacious Anishinaabe women. I will
use this piece to demonstrate an Anishinaabe methodology of artistic practice that places
relationship building as the central tenet of decolonization.

Rickard, J. (2011). Visualizing Sovereignty in the Time of Biometric Sensors. South
Atlantic Quarterly, 110(2), 465- 482.

This article explores the significance of sovereignty from within a Haudenosaunee
perspective that expands the concept to apply to the visual and artistic realms. Rickard
argues that there is decolonizing value in approaching Indigenous art, aesthetics and
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visual culture through a framework of sovereignty that allows us to see how art can
assert Indigenous presence on the land and intervene in colonialism. For her, tradition
that is articulated through Haudenosaunne art, such as the two-row wampum, is an
embodiment of visual sovereignty. This article demonstrates the ways in which different
nations approach artistic practice amidst different political contexts. I would build on her
argument by adding that where tradition seems to be lost, art can be a way to gather,
translate and communicate the teachings that have carried us into the present.

Recollet, K. (2016). Gesturing Indigenous Futurities Through the Remix. Dance
Research Journal, 48(1), 91- 105.

Karyn Recollet’s article engages with a music video piece called Ay I Oh Stomp
produced by Skookum Sound System in which she highlights the choreographies and
layering of the piece as a map to the decolonial future. The choreographed images of
dance are remixed with images of a Kwakwaka 'wakw thunderbird and this remixing
generates an intimate relationship between past and present to guide us into the
decolonial future. Teachings from this art piece inform the urban context in which
streetscapes can be conceptualized as sites for relationship building informed through
Indigenous and black diasporic aesthetics. I will use this paper to demonstrate the ways
in which Indigenous art can be futuristic by radically imagining Indigenous liberation
and how this futurist art has important contributions for the material present.

Simpson, L. (2011). Dancing on our Turtle’s Back: Stories of Nishnaabeg re-creation,
resurgence and a new emergence. Winnipeg, Manitoba: Arbeiter Ring Publishing.

In this book, Michi Saagig Nishinaabekwe Leanne Simpson articulates a
conception of Nishinaabeg resurgence that is premised on relationship-building and a
flourishing of the Indigenous inside. Simpson discusses the decolonizing potential of oral
storytelling because of its relational qualities that bring storyteller and listener together.
I view collaborative artistic practice as an enactment of relational storytelling albeit
often through different forms of communication rather than just orally. Throughout the
book, Simpson also emphasizes the centrality of a relationship to homeland. What does
this mean in an urban context where many youth will never have the privilege of living
on, or even visiting, their traditional territories? I argue that accountability to homeland
can be practiced through physical, spiritual, mental and emotional realms. Artistic
practice can be one way to practice accountability and relationship building with one’s
homeland in the face of violent displacement from territory or even family.

Sium, A., Desai, C., & Ritskes, E. (2012). Towards the ‘tangible unknown’:
Decolonization and the Indigenous future. Decolonization: Indigeneity, Education
& Society, 1(1), I-XIII.
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If we acknowledge that decolonization is rooted in many different knowledge
systems embedded within different people and places, then we acknowledge that
decolonization is an inherently messy process. In this article, the authors explain that
although decolonization is complicated, it must always center Indigenous methods, lands
and peoples. Decolonization contests colonialism but is not reactionary to colonialism.
This paper will be used as a framework for understanding and talking about
decolonization as a process that always centers Indigenous land and Indigenous
sovereignty over land. This paper will also be used for its attentiveness to
heteropatriarchy as a pillar of settler colonialism that, as artists, we have a responsibility
to dismantle through our practice.

Tuck, E., & Yang, K.W. (2012). Decolonization is not a metaphor. Decolonization:
Indigeneity, Education & Society, 1(1), 1-40.

This article is useful for an in-depth articulation of what decolonization must
entail in a settler colonial context in which the dispossession of Indigenous people is by
necessity an ongoing process. Decolonization must always be concerned with the
repatriation of Indigenous lands and life, making it inherently unsettling. Tuck and Yang
outline settler moves to innocence as moves that alleviate settler guilt without meaningful
changes in power and privilege including settler nativism, fantasizing adoption, colonial
equivocation, conscientization, at risk-ing and re-occupation and urban homesteading.
This article will be used to develop a more succinct conception of decolonization that
honors the centrality of land in our complex definitions of decolonization. Their concerns
are also salient within Indigenous contexts as well where our efforts for decolonization
must remain attentive to Indigenous sovereignty over land and life. I will ask, how does
Indigenous art remain attentive to material struggles for land?

Zepeda, S. J. (2014). Queer Xicana Indigena cultural production: Remembering through
oral and visual storytelling. Decolonization: Indigeneity, Education & Society, 3(1),
119-141.

This article clearly outlines how queer Xicana Indigena artists such as Gina
Aparicio and Womyn Image Makers collective are creating art that is a form of
decolonization that centers gender queer generational knowledge and destabilizes white
heteronormative knowledges. Zepeda firmly states that visual culture is a form of
storytelling and an act of remembering history, ancestry, medicine, language and other
forms of knowledge, making art a space of ceremony and healing. Within the work of
Womyn Image Makers, a collective of queer Xicana Indigena, Zepeda demonstrates how
their artistic methodology of filmmaking critiques hierarchy and individualism. I will use
this article to demonstrate the multiplicity of ways different Indigenous artists
conceptualize their work, for example, as an act of remembering and healing. I will also
use this article to talk about the intentional artistic methodologies that Indigenous artists
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embody and how these methodologies can disrupt settler colonialism’s ordering of the
world as a capitalist and individualistic entity.
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