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Over a weekend this pasc March, 2 cadre of artists, arc
historians. critics and curators [rom across Canada and
the US eonverged at the Or Gallery in Vancouver to cim
sicler current “directions in Indigenous conwemporry
art™ [tom a range ol Indigenous and non-Indigenous per-
spectives, 1'he oceasion was a symposium enritled Wood
Land School: Critical Anthology organized by artist Duanc
Linklater, in conjunction wich the Or and Simon [raser
University GGallcrics, in anticipation of a prine volume of
the same name to be released later this year. Like ear
lier symposia ar artist-run cencres in Vancouver that be-
came books, Varconzer Anthologpy (1901) and Vineowwver Are
and Fromentigi {a007), Wood Land Schaol's proceedings
engaged exhibition historics and artistic strategies. and
critiqued both macerial and discursive insticucions. While
there was no explicicy stated theme bevond Indigenous
contemparary arg, the notion of refusal proved to be a
shared concern across the board. even il it was taken in
radically divergent ways, Throughout the presentations,
retusal entailed, variouslyv: a rejeetion of che role of Native
infurmant for an are world structured by Furocentriciset
cler desires; a seraregic negation of stable meaning to hold
apen a space for an inclusive acsthetic refleceion: and a
rejection of prescriptive performances uf Indigeneicy.

Il refusat is caken to encompass, {or cxample, bath 2
call to withdraw certain forms of cxpression to Tndigenous-
only spaces and a negarion of tradicional categorics that
seehs instead “ro find ehe Indigenous where itis not,” how
usciul can the term really be?= Perhaps mose impaoreant-
Iy, it helps situate che vscillatory, responsive CONLCXE in
which the presenters uniformly underssand Indigenous
contemporary arc to function. Tn parcicular, it highlights

the uneven power relations amuong which Indigenous con-
temporary art emerges and is always imbricared. Because
Indigenous cantemporary art, like other forms of art
identified swich minority or subaltern groups, is usually
canstructed in relacion to a Purocentric mainstream,
the decision to refuse is cherefvre the strongese possible
ageney the circumstance allows, Faced with an over
whelming force of ochering by the simple choice ra take
part in contempurary art in the fiese place, refusal — how
ever this takes shape — can be the Indigenous artist and
cricic's surest advantage.

uring his calk, artist Rs
the Darby English book How i See a Work of Ars i1 Turuf
Darteiress (2007). In the introduction, English argues tha
David Hammons resists “prefab readings™ ot his work in
rerms of black esperience by making art abuouc the very
cxistence of “black are” as a discursive cacegory The
idea of a prefab reading — that an audience’s assumprinns
abnue an artist’s identity overderermine the reception of
their work — gives a temporal scope to the back and forch
to which Indigenous art is subject: such assumptions al
wavs precede the emergence of the worlcand arrists have
litele recourse but to respond o this situacion. This ob-
servation provides an insighe into the constant vigilanae
and anticipation required of those artists who strive to
avaidd having cheir work circumseribed in this way Lois
to the crux of dhis situation - where policics, acschet
ics, identity and representation intersect - Lo which the
hroader Wood Land School project is addressed.

Critical Anthology was the sisth iteration of Wood Land
School char Linklacer has staged since s inception in 2ai,
when he firsteuratedamadestproupexhibitioninhbisscudio
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above 4 store on che Nipissing First Nadon in Oneario.
Linklater, who is Omaskéka Cree, took the ticle trom che

*Woodland School” or “Woodland Style.” a nane lvse giv

¢n to the work of an older gencration of Indigenous art-
ists, including Daphne Odjig and Norval Morrisseau, The
first of Linklater’s Wood Land School: included warks by
Ravmond Boisjoly, David Horvitz, Tanya Lukin Linklater,
Walter Scoct and the avcise himselt, While, by his own ad-
mission, no pne came co see the orgingl show, che project
took on a new lifc when Linklater was invited to lead an
Indigenous artise resideney aw the Banft' Cenure. That ver-
sion of the Wood Land School, subticed Whar Colour Is
the Present?, ruok place in 2013 at the beighr of the Idle No
More movement and the hunger strike of Chief 'Theresa
Spence over the living conditions of the Auwawapiskat First
Narian.* Subsequent iterations have included film screen-
ings and reading groups in various locarions across Canada.

Criteal Anthology, however, raised this somewhat
lupse grouping of ¢vents and curatoerial projects to a new
level of inscicutionalizatian and undertook a more deci-
sive Intervention (in the sensc of pueting words in prine
inty che critical discourse around Indigenous contempo-
rary art. There were o presenracions in cocal, including
those of" Linklater, Boisjoly, David Garneau, Candice
Tlopking, Amy Razymerchyk, Tanya Lukin Linklatcr,
Laz Park, Pastcammadity, cheyanne turions and Walcer
Seott, as well as a respouse from Richanl ¥ilham TTi01L
What follows is not a comprehensive aceount ol the sym
posium, a project I will leave co che fortheoming boolk.
Instead, T have soughe co draw out some of che broad
queseions upon which presenters found common ground,

overlapped and occasionally disagreed. ‘I'his thematic ap dnality and tribal affiliacion. Tle argued chat heing aborie P
proach untorrunacely means thar I do not address all of  inal or belonging to a First Nation does not neeessarily
the presenters, lec alone the full range of iieas, eridiques enjoin someone o claim Indigeneicy, even it chac person &
and cngagements they shared ae the evene. ke does. how iy be abwrigmal and aflibated with a First Nation. Tor §

cver,allow me to present a sense of whar 1 wook to be their
naose ])I‘Ltwiug CUNCETNS.

Three main themes stand oue: the notion of simul
taneity: the muscum and the gallery: and the question
af the right ro speak, *Simuleancics™ was 2 term used by
Linkkieer and echoed by many others, whecher as an ex-
tension of discourse around che canteinparary, o metaphor
of the political and cthical connection of Indigenous are-
ists under che shared circumstance of sectler colonialism,
ar as a kind of injunction againse the understanding of
Indigenous-themed cxhibitions as a stage on the way to
assimilarion, The anchropology muscum was implicated
both as a part of che eshibitionary apparatus and for its
cntanglement with the pseudo-seiencific theores of race
that have been instrumental in the ongoing stercotyping
of ITrcligennus peoples, Of equal if not greacer concern for
the contest ol contemporary art is the gallery, which was
idencified as a locus for struggles of inclusion and visibility.
The gallery was also reimagined outside che confines ol the
whice cube gy an experimenral space in which Indigenous
artsts can construct sovereign terrcaries through inter
venrions inwo the landscape. Finally, the questions of au
chenticicy and che auchority o speak subtended many of
the cvent’s discussions, They first arose in the sense of'an
implicd demand for Indigenous artises o demomserare 2
connection to land, Janguage and communrity, and in the
nntion of preserving Indigenous-only spaces, These same
ideas, however, were also cricitued fram che standpint of
a radical refusal of authorivy and through an appeal to an
apen emided mode of being and arc-making in the tace of
prescripuive performances of Indigenairy.

In his introductory remarks, Linklater framed the
symposium as an ¢ffort to achicve a ceriain kind of si-
multaneicy! This approach was informed by a view of
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history in which chronologically disparate events, peo-
ple and ideas inform actions in che presenc, He likened
this simultaneicy to the made of existence in pre-contacr
Indigenous cultures that was attenuaced, i never quite
descroved, by European seuclers chrough a genocidal
program af cerritarial. cultural and psychological ex
propriation. ‘The project of re-cstablishing simultancity
now, Linklater argued, is hindered by “agpregates™ of
mistepresentation and griet chac have buile up over time,
Cantribusing co these ageregates are, among other things,
narrative and documentary cincmas, which work ta cir
cumscribe Indigenous subjeetivitics.” Wood Land School:
Critical Anthology was conceived to excavate this aggre-
wate, performing a4 crivical archacology ot what has be
comc an almast “insurmountable pile.” and bringing o
the fore perspeetives and artistie seraccgics with which wo
engage in che present.

Parallels Deoween Linklater's froming and recent dis
cussions around the contemporary were brought up nu-
merous times, perhaps mose directy in artist and critic
Pravad Garnean’s unpacking of the very idea of Indigenaus
contemporars art. (zarncau rejected che notion that con-
temporary arc merely denotes are thad is contemporanc-
pis or simuleaneaus with che now? Racher, he cansiders
it to be something botween a porod (e Tollowing che
modern or postmodern cray and an idcology or world-
view rhac a given arcise mighe adope. In ocher words, an
Indigenousartist could live now while working entirely in
a tradidional idiom, just as ene mighe exist within mader-
nity and never identify as a modernist. But Garncau wook
it furcher by differenciating beoween Indigenceiry, aborig-

Garacau, wha is Mcds, identilving as Indigenous invelves
an implicic acknowledgment of a kind of global solidaricy
that brings with it a responsibility to communicy, fand
and identiey. Garncar’s own reckoning with this solidar
ity meant a growing sense that his role as a eritic writing
abour Indigenous art for a mixed Indigenous and non-In-
digenous audience implicated him as a kind of Narive in-
formane. As history has amnply shawn, the Native infor
mant’s words can bc used against them and an uncasiness
wirh chis facc led Garneau to propose thao Indigenous art
criticisin nughe ro employ a “cricical care,” which may in
volve the construction and maintenance of spaces for the
consideration ot are thac are exclusively Indigenous.”
Crucially, neither Linklater's simuleaneity nor Gar
neaw’s definitian of Indigenous cantempuarary art are as
concerned with the present as they are with the future.
Boch strive to find the righe approach with which to ancic-
ippate and shape future discourse and modes of exiscence,
Such futurity was alsoe a key consileration in chevanne
wurions’ close reading of the arework Sergpline, Saraphine
{2014 by Krista Belle Scewarce” The work in question jux-
rapses twn video projections featuring che artist’s moth
cr, Seraphine Stewart — the fisse aboriginal public healeh
nurse in Brivish Columbia. On one channel is a 1967 CBC
docu drama that loosely porerayvs Seraphines lite leading
up o and shorely afler her nurang studies. In this video,
the artist’s mother plays her younger scll’ in a serics ol
seripted seenes shot in grainy black and white and im-
pressinniscically montaged aver a jazz soundtrack. On che
other channel are a series ol video excerpts from the clder
Steware’s personal cestimony to che Truch and Reconcil-
atian Cammnission (T'RCL™ turions, who is of sectler and
Indigenous ancestry, argues chat che two videas — one in
which Stewart’s mother tells her own story and another
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1n§ls 3tan views, Susra Link aser, it mevns it is mining Kimswen Meloin: Vot Srouan
mnae) insiwle of Cartemporary A1, Lriversity of Pernsylvania, 2014
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where she re-enaces a version of her lile according to some-
one clse’s seript  combine o ereace a “third swork™ that
intervenes inw the discourse of recognition and recon-
ciliation cmphasized by the TRC, imagining instcad an
indeterminare, decolonizing “way things vught w be™"
The irresolution of this implicd chird wark is key to tu-
rions’ argumenc that it resists delinitive interpretation,
staking out a space o decolonized future potenciality by
remaining always in cxcess of meaning,

Curator Candice TTophins, who is o member of the
Carcrossi Lagish First Nation, brought the foregoing issucs
of temporality, the contemparary and indeccrminacy
into sharp focus in relation to the fraught history ol
Indigenous group exhibitions.” The problemaric seatus of
che latter phenomenon was crystallized for Topkins in
the words of Glods and Mad are eritic Sarah Milroy wha
asked in a 2009 Teview, “Are we past the age of an ab-
original arc show?™ As a curator responsible for some of
the most challenging and ambitious revent cxhibicions
o address Indigenous issues (Sekadan, for example, at
the National Gallery of Canata in 2013) Hopkins® posi-
tion was clear fram the scart: No! Neither group shows of
ahoriginal artists nor exhibitions organized around che
chemes of aboriginal identity and/ur palities represent a
mere developmenral scage to be overcome. At the same
time, she remained alere to the potential for exclusion
and ghettoization with which even the most well-inten
tioned Trdlizenous group exhibitions have heen complicit
since the carliest effores o assimilate Indigenous work
ineo Western are discourse. Tt s VCTY ¢asy, 45 it LUIDS U,
to inadvertently coneribute o the aggregae of reduc-
tion and misrepresentation o which Linklacer alluded.
Hopkins proposed thao self reflexivity must become a

Wood Land School

methodology for cxhibiton-making. L che seeming apo-
ria ac che heart of such prajects is uldmately unresolvable,
chen curators must strive to acknowledge those contra-
dictions and lay chem bare, Simultancity in chis casc is a
conscious decision not to reconcile, assimilate and move
o, Tr means actending to haw pasc wounds persiscin the
present and critically scrutinizing nor ealy their etfeces
bt also che hest intentioned efforts o ameljorare them,
As Hopkins related, institutional effurts to become
more inclusive have offen belicd che tireless struggle by
Tndigenous advouates to gain visibility and legitimacy in
spaces like che Natdonal Gallery of Canada by cncourag-
ing che: avquisition of warks by Indigenous artiscs. For ex
ample, following che precedent of the so-called “Induan
Group of Seven,” which included Odijig and Morrisscau,
the Sociesy lor Canadian Artists of Narive Aacestry
{SCANA) successtully lobbied che Nacional Gallery co
begin collecting wark by Carl lieam. Even in the cantext
of the afurementioned Swdabidn, however, Hopkins noted
thar ene form of inclusion can sometimes reveal or in
viee ather forms of exclusion. Tnstitutional anxictics au
the Narional Gallery over the charged puolities of Nadia
Myre's coneribution to che exhibition led ra the posting of
a disclaimer to the eifect chat the views cxpressed in the
work were noc those of the Gallery — an unprevedented
action thac subtly undermined the work’s very inclusion,
Hopkins alsa lamented that the space in the Nacional
Gallery devoted to recent acquisicions of Indigenous
art. an efforc tu remedy carlier exclusions, often has the
strange effect of presenting such arcas parallel buc sep
arare field in which che artists appear to speak only ro ane
anacher. While Topkins said she prefers “tearing down”
oppressive structures to the rhetoric of “making space.”

i5 Refusal




Stan 1doughis put it move bluncly in che question period
when he said that mercly making space risks recreating
the reserve within che Narional € rallery.

Curacor Liz Parlds ralk was also invesced in rethink-
2 ing cxhibition histories, giving particular consideration
= o the stakes ol histarical revisianism, Her talk, entided

“gixhibitions About Exhibitions, Criticism of Crivicism,”
@ave an ubject lesson in the hind of curatorial approach
Tlapkins scemed champion. The self-reflexivicy Park
- deserited encails owo levels of negation: 2 literal suburac
vion uf macerial and 2 meditation on che radical impossi-
bilicy of representing history. Her focus was It meaits Y
ruining, 2 2014 exhibidon by 1 inklacer chat Park curared ac
1A Philadelphia, which was irsell concerned with an car
lier show by the late artist Kimowan McLain, held in the
same space 12 years earlier. McLain (who lacer adopted
his mother’s Cree surname AMerchewais) had pasted large
photographic printouts 6n a wall that, by zatg, had been
painted aver many tmes. Linklacer, with the aid of docu-
mentation from the carlier show. sctout Lo sand through
= the accumulated paine t reveal MeLain's original images.
> Tlrimacely. the pictures proved unrecoverable or perhaps
were destroyed in the provess of sanding. The resule was
a powerlul, il deeply ambivalent. scacement thac teoubled
Linklater's own appeal to simulrancicy, What i our ¢
B furts to call up the past are always hound to erasc the very
== phject we seek Lo recuperacc?

Tut the focus was not solely on such virtuosic aces ol
pegotiating 0T vutsmarting the traditional exhibitionary
apparatus. Curator Amy Kazvmerchyh drew accention
to BUSH Gallery, a collaborarive project by the New BC
[ndian Are and Welfare Soviety Collective, which in-
cludes Gabrielle LTTirondelic Hill. Peter Morin and Tania
Willard. Sicuated in Seewepeme LEImtory in the interior
of Rritish Columbia, BUSH Gallery is an artist “reziden-
¢y thar CcOmPpriscs per {ormances., ad-how art installations
and intcrventions into the landscape and cakes inspire
tion from the Dechinta Centre for Research {aka Bush
University), an inscicution thac alfers morthern people
instruceion in subsistence and sell-governance through
an engagement with craditional knowledge. Similarities
were notedd hetween BUSH Gallery and the Woud Land
School itsclf. Both arc Indigenous-iniciated quasi-insti-
sutions thar propuose alternate, anti-colonial, sovercign
spaves that ace comiortable muying between the musewn
and the bush. Tinklater called them “our vwn STPUCTUTES
heecause they both cenere Indigenciey. Yer, while such
structures arc gaining wider audicnees and naturally pro-
vide their pwn benefits to participants, discussion in the
question periods over the weekend challenged che nution
that chey offer a truc alternative lurecentricisetler
mainstream institucions. Daouglas, for esample. ashed
ahout che imagined audicnce for Wood Tand School and
BLSH Gallery: is it the gencral public or simply ather
artists? Boisjoly also nored the catch 22 chat Lndigenous
arrists still depend on seteler-centred institutions ©o
gain visibilicy, In retrospect, wood Land School's umique
achievemene was in ercaring che conditions under which
these challenges could be articulated and debated, 10
Milroy’s quescion about the age of the aboriginal art show
implied a porential retur to a aorm irom which such shows
are excluded, the Wouod 1.and Schoal participants reject-
«d the suggescion ourright, affirming insecad that chere
will be no going back to the way rhings were belore,

The must CONTCNLioNs iSsut AMONG e Presenters it
Woud Land Schuol was the question af authoricy to speak
with. for and to Indigenciry and Tndigenous art. fithecea
privitesed combination of “avess {s and, fanguage and coin STy
dhat mnfers d greate ausbendiciyy wad thernfore miare autbarisy o
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speaic? + Vhis question came Lo che tore in Linklaters in-
troduction when he told an aneedore about author Joseph
Buyden, criticizing Buyden's public perturmance of what
Tinklater deemed ta be a sanitized Indigeneity thae plays
to sectler expecrations and desires.® While he acknowl-
¢dued chat conneetions Lo land, language and Cammuinicy
can be frayed or Jose due to the violence of serther coln-
niakism. it was clear thar, for Linklacer, Bowleas apparent
lack af such conneedions called inta quest ion his author-
icy to speak as an Inchgenous subject. Boyden's parricular
casc has only been furcher complicated by the recenly
published exposé of his family history, which reveals litele
evidence of aboriginal ancesery.” Iralso raiscs the specere
of nun-Tndigenous cultaral producers appropriating the
alrcady marginal space of cultural visibiliry adorded to
Indigenous people, not T mention usurping grants aud
awards meant tor Indigenous arcises.”

Counterposcd againse this refucarion of an other's
authority to speak was an argument Lo negate such au-
thuority alragecher. Ray mond Boisjoly, who is of Haida and
Québéenis descent, claborated an arsistic stanee predi
cated on what he valled a “deterral of authority,” 4 sefusal
Lo he 2 spokesperson tor Indigenous penple in general.”
Rather than ¢laiming to hold 2 privileged understanding
or knowledge, Boisjoly insisted thac are must haold open
1 space for others Lo engage with hnowledge based on a
personal commitment rather than identity. Artises muse
refuse the demand imposed upon them to comflorm to the
discursively construcred category of Indigenous art. “1
don't seek ra represent here.” Boisjoly seated, but “ro find
the Indigenous where it is not” Tle acknowledged. how
ever, that the open-endedness of this sort of aestheric
exploraction makes itless usetul as a hlunr political inseru-
ment. Marcover, he said, “for art to be uscful for decolo
nizacion it would cease to be are [..[7 This is not, Boisjoly
later clarified, a call for non-political Indligenous are, bt
rather art that can ook beyond issucs hased polirivs
2 more cornplex sensc of the pulitical that also encapsu-
lates the capacicy to represent.

11111 himself was not one of the uriginally planned pre-
senters, hut was later nviced by Linklaser o respond o
the proceedings. His informal remarks took up the issue:
of autherity and authenticity, framing it as a conllict be-
een “open-enidedness” and “who has the right w say
what” ™ I critique inherendy involves being honest in
public, he sad, then (he conditiens for doing so musc be
carefully cultivated, noting that he often beging e «cn-
sar himself when taced with imperartives of how to be
Indigenvus from other Indigenuus peaple, Ad haminem
attacks, he argued. are part and parcel wich the problem
of performing Tndigencity “ro cach other™ in “really pre-
seriptive ways.” ln clasing, he appealed to the audience tw
imagine 2 *non-liberal Tndigenous individualicy™ defined
by accountability Lo community, a horizontal distribu-
ginn of power and an ethos of leading by cxample.

Throughout the Wosd 1aid Sehogd presentations. retus-
al was a common posture chat conneeted @ wide variety
of topics, critical-historical methodologics and arristic
SEFALCEIES. s & ICSpUNSe t the present cultural and polic
weal comtext®  whether it s figured as a Form of simulta-
neiry or simply the contempuorary = retusal might be un-
derstood as a resolve not ra forget the traumas of setiler
calonialism, Recognition 1s important, buc reconciliation
will never be desirable as lonyg as ic bears the shghtest re-
sembianee to recolonization by another means. Likewise,
Wood Land School afirmed that the present ancl fucure
of Indigenous contempnrary art is Indigenous led and
self determined wich non-Indigenous allics playing a sup-
parting role, not the ather way around.
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Crirical inquiry into the ideclogical structures ot the
museun and the gallery muse bre e apemed. Tnstitucional
critique is not a Ooished business. The efforts ol Hophins

who, incidentally, is already deploying her critical acu-
men onamnuch larger seale as o curator for the upeoming
Documenta — and Park, among many others, are prool
to cthis effeee as are unique Indigenous-initiated projects
such s BUSTT Gallery, Wood Land School and the recenc
scrics of exhibitions ebowlim: the eify bofore e oy, " Uhe lat-
ter was held aw multiple institutions around Yancouver in
2016 with che lofty goal of reardiculadiag a space beyond
the sice of the exhibicion itself: thar of 2 Musqueam il
fage that pecapied part of what 15 now Yancouver aboue
sw00 years carlicr. ‘The portion of casadie that wook
place at the UBC Museum of Anthropology, which was
ca curated by Jordan Wilsom and Susan Rowley, enacted a
complete refusal wo display Indigenous belongings stolen
trom che site of che ancienc village. Instead, it focused
on firse person accounts of living Musqueam people wha
voiced their own storics and views regarding cheir ances-
rral terricory.

While refusal may hine at links berween disparace
topics and appraaches, however, it should nac be under
stood to paper over real differences, especially since it
essencially signals a disagreemenc or withdrawal rath
cr than an implicit consensus. "The issues of autharty
and authenticity are imporeant test cascs in this respect.
Wihen doey speaking @y, wirh or zo Indigeneity or Tndiyenons fisnes
Ficonie apiyaprigtioe and maliesaus? Hoe van the seedi for som

vasgady and ielf~deicrminaion be affivnied i ihe iding fme di

she areistic freedsm 6 pavine Jorms of assihesss autonesmy (v al
st o covvrent o the poteriad fir muzerenng? Through the
range of pasitions and voices ic highlighred. the Bood
Land School demonsurated that these [raught quescions
will likely remain in 2 stace ot perpetual concestacion.

Jonah Gray 5 an independant
zuratar and writas. Sacant prajecis
include *Post-Studic Visit,” > cedeast
of artat narviews, snd "Curaling
the Selé” a spasker sariaz, bath
shraugh Or Gallery, Vancouver. He

gourrenty a PhD student ir grt
hiztary at UC San Diaga.
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Endnotses

Full dizalasura: | was Curator
of Dizcursive Prajacts ot Cr Sallery
at the tire of the syroposivin,
Althaugh | wss aot lavelvad in orig
inating the prajact. [warkedina
Faciltating role in the lvadup to and
durag 19a svent. This faar, aleag
with my awn zaitizr background,
positions me 33 @ strange cembing-
tion of insider and outsider, which
mada ma question how and aven ifl
shouald werite thiz account. Ul mately,
howeyar, |hawe opled Lo respore in
My c'wn way t¢ the many calls nads
a1 the symposinmfor a broader
zritical enpagement with Indigenous
zonteinporary urt, while sckrow-
edgng My pecdlar vanisse g nt
upantha prosarsings.
2 | return ta this quote later.

Lig frum Raymors Buisioly's

“Qu.a2tionz withour Answara:

Neads, Justificatians. Explaratians,
Mearing™ (Talk, Wood Lars School:
Critica Anthcicgy, Or Gallery,
Vanzauvar, Mareh 12, 2016),

3 3cTsjoly used the tern ‘pre-tne-
matization® 1o desigrate the sams
kind ot “prafab raadingz" that
English argues al’z= the inhereat
openress of Hammons' work and
beliatha ultimataly siscursiva
charactar of racial blacknass. Darby
Engish, “Intreduction,” in Howr to
Sae & Waek of Artla Tatol Darknagse
\Camboridge, Mazz.: Tha MIT Press.
200712,

4 Idla No Mora s a szt
politicsl mavamart foundad in

2018 to advacute for Indipznous
seversignly, Indigenous rights

and raspact for traatias that nsz
uzad sacial megia and tha hashtag
#idleromore t> coord nate 3 series
of tesch-ing, ralios snd protests
ovartha arzu ng yaars. Spenca’s
hurza-strike was one of the cariest
polit'cal seticns 2szocistes vtk the
rovamant, 34 Dacamnber i, 2047,
ska kegan aliquid diat ta call attan-
tion to the d're fesith and housirg
cendit ons i Atiswapis<at and to
Sirzt Nations issuas mars Sroadly.

$ DuaneLinklater, “Intraductory
Rarmarks® (lalk, Weoe Land Schec
Critical &nthclegy, Or Gallary,
Vanceuwvar, Marck 17, 2018}

6 Linklaler cites Rober: Flalerty's
Nanook of the vortl; 1822,

Fdweard 8. Curtis’ {n tHs Lond af

tha Mendhonrars (1512), and <ent
Muckerzies The Exiles (1961 us

kay axs nplas of fllme complicit n
the dissaminatior af suck recuctive
reprasentations.

7 Dave Garneau, "Can 1Get s

Witaass?: Indigaraus, Art, Criticism™

Ta'k. Woad Land School: Critical
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