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HERE AND NOW at Museum Ludwig
De/Collecting Memories from Turtle Island

Opening on Friday, February 6, 19:00 with a jingle dress dance by Acosia Red Elk

Press conference: Thursday, February 5, 11:00, press preview from 10:00
10:30 jingle dress dance by Acosia Red Elk

With the most extensive collection of Pop Art outside North America, the Museum Ludwig is known
for its links to the United States—a country that will celebrate 250 years of independence in 2026.
This exhibition centers on two contemporary American artists: Marie Watt, and Wendy Red Star.

Wendy Red Star's (b. 1981) photographic self-portraits humorously and satirically address
Western notions of indigeneity and invite us to take a more nuanced view.

“l am Apsaalooke, | come from a specific district, and my work is grounded in Apséaalooke history.
But within institutions, this label does not function as a description. It functions as a container.
The category ‘Native artist’ reshapes the work before anyone even sees it. (...)” Wendy Red Star:
The Foe Manuscript (excerpt)

Born in Seattle in 1967, Marie Watt is a member of the Seneca Nation, now living in Portland,
Oregon. In some Indigenous traditions, the Americas (or even the entire world) are known as Turtle
Island. The corresponding creation stories are passed on orally from generation to generation.

De/Collecting Memories from Turtle Island invites us to rethink and overwrite our memories and
collected pictures, both the works themselves and their mental representations.

The exhibition takes as its point of departure a collection of kitschy Photochrome prints from the
Detroit Publishing Company acquired by the Museum Ludwig in 2024. Many of these color images
produced around 1900 are based on earlier black-and-white photographs by William Henry
Jackson, often the first photographs of places that are now world-famous tourist attractions,
including Yellowstone National Park and the Grand Canyon. Photochrome prints were hung on
walls or sent as postcards, with yearly sales of as many as seven million copies. They show modern
cities and wide open landscapes—the landscapes strikingly deserted. Even today, these
photographs, created on the margins of art, shape many people’s image of the United States.



The exhibition begins where the postcard motifs end—with the things they leave unsaid. This
supposedly untouched nature was home to many people and nations—long before the first
Europeans arrived, oppressed Indigenous peoples, and founded the United States 250 years ago.

Combining the pictures from the Detroit Publishing Company with art works by two contemporary
Indigenous artists the exhibition aims to heighten our awareness of the construction of narratives
and what they omit. As well as being an invitation to engage with the multiple memories and
imaginings of Turtle Island, it is an opportunity to add voices and viewpoints of America’s
Indigenous peoples to the Museum'’s collection.

Marie Watt's large-scale work Thirteen Moons, developed specially for the exhibition, consists of
thirteen hanging sculptures made of tin jingles. Clouds of jingles float in midair, only making a sound
when coming into contact with each other or with other objects. Visitors are allowed to touch the
sculptures, setting the jingles in motion to produce an audible jangling and rustling. Thirteen Moons
develops a physical, visual, and auditive presence in the space.

This work refers to Indigenous traditions. As the artist writes, the jingle sculptures “acknowledge
the Jingle Dress Dance which began as a healing ritual in the Ojibwe tribe in the 1900s, during the
influenza pandemic. The idea for the dance came to a tribal elder in a dream. When it was
performed, according to the vision, the young girl who was sick in time became well. The Jingle
Dress Dance was also a radical act. In 1883, the United States banned Indigenous ceremonial
gatherings. Though the ban was repealed in 1978 with the American Indian Religious Freedom
Act, during its century long prohibition the Jingle Dress Dance was shared with other tribal
communities. Today it is a pow-wow dance and continues to be associated with healing.” For the
exhibition, Watt will work with the Jingle Dress dancer Acosia Red Elk. She is a member of the
Umatilla people of Oregon.

De/Collecting Memories from Turtle Island is the eleventh exhibition in the series HERE AND
NOW at Museum Ludwig. With this series, the Museum regularly takes a critical look at its own
work and questions conventional approaches to exhibition-making.

Curators: Santi Grunewald, Miriam Szwast

The exhibition will be accompanied by the publication of HIER UND JETZT im Museum Ludwig 11.
De/Collecting Memories from Turtle Island, edited by Santi Grunewald and Miriam Szwast, with essays by
Yilmaz Dziewior, Santi Grunewald and Miriam Szwast, Yolonda Youngs, and a conversation between Marie
Watt and Acosia Red Elk, soft cover, 14.6 x 21 cm, approx. 140 pages, approx. 40 illustrations,
German/English, Verlag der Buchhandlung Walther und Franz Kénig, Cologne, 15 euros.

The exhibition has received substantial support from the HIER UND JETZT group made up of members of
the Gesellschaft fir Moderne Kunst am Museum Ludwig e.V.

#HierUndJetzt #DeCollectingMemories



Accompanying events

February 24, 2026, 6 p.m.

KunstBewusst lecture

Tanz und Erinnerung. Tanzkulturen von Turtle Island und Indigene Anspruche
auf Korperwissen als dekoloniale Praxis

Sevi Bayraktar, Professor at the Cologne University of Music and Dance
Tickets at the box office

March 5, 2026, from 6 p.m.

Late Night Thursday

Turtle Times

With dance performances and printing workshops and a reading (7 p.m.)
of texts by Robin Wall Kimmerer at the Cologne City Library — Interim

of the Central Library

Free entry for all Cologne residents, tickets at the box office

March 29, 2026, 3 p.m.

Pictures from the depot

John Nicholas Choate: Chiricahua Apaches before and after
entering Catrlisle Indian Industrial School (1886 and 1887)
with Janice Mitchell (in german)

Study room

Please register at www.museenkoeln.de

May 7, 2026, 6 p.m.

Voices from Turtle Island: Indigenous USA today

The curator gives a guided tour of the exhibition, followed by a reading (7 p.m.)

of texts by Tommy Orange at the Cologne City Library — Interim of the Central Library
Admission to the reading is free

May 31, 2026, 3 p.m.

Pictures from the depot

August Macke: ,I"™* an der Tranke” (1914)
with Friederike VoBBkamp (in german)
Study room

Please register at www.museenkoeln.de

July 2, 2026, 6 p.m.

Voices from Turtle Island: Indigenous USA today

The curator gives a guided tour of the exhibition, followed by a reading (7 p.m.)

of texts by Louise Erdrich at the Cologne City Library — Interim of the Central Library
Admission to the reading is free

September 15, 2026, 6 p.m.

KunstBewusst lecture

“Dear America”: Collage as Aesthetic Diplomacy

Nancy Marie Mithlo, Professor at the University of California, Los Angeles
Tickets at the box office

September 27, 2026, 3 p.m.

Pictures from the depot

Photochromes from the United States
with Miriam Szwast (in german)

Study room

Please register at www.museenkoeln.de

April 12 / May 10 / June 21 / July 5/ Aug. 2 / Sept. 6 /

Oct. 4 / Nov. 1, 2026, 2 p.m.

Collective Motions

Invitation to move and dance in Marie Watt’s Thirteen Moons with students from
the Cologne University of Music and Dance and iSaAc iSaBelL Espinoza Hidrobo
Please register at www.museenkoeln.de












The Museum Ludwig holds many works by artists from the United States,

as well as historical landscape photographs from North America. In 2024,

the museum acquired 200 photochromes, tinted prints from black-and-

white negatives from the period around 1900. They paint an idyllic picture

of deserted landscapes that borders on kitsch. These pictures prompted the
museum to address what they don’t show—what is missing here Is the people
who inhabited these landscapes for centuries, long before the first settler
colonialists came and before the United States declared its independence
250 years ago. Numerous Indigenous Nations lived and continue to live

on the land they call Turtle Islana.

In this exhibition you will encounter works by two artists and one dancer
from three Nations: Seneca, Apsaalooke, and Umatilla. Their works build
bridges between their cultural roots, their artistic practice, and white
Institutions like the museum. As a place of collecting, preserving, exhibiting,
and learning, the museum is a Western construct. It has the power to render
objects, narratives, and issues Vvisible, or to repress them—thus shaping
collective memory, mindsets, and worldviews.

The artworks by Marie Watt and Wendy Red Star and the dance by Acosia
Red EIK are an invitation to the museum as an institution and to you as visitors
to see, to touch, to listen, and to read. Together, we seek to become aware of
the still existing gaps in the Museum Ludwig collection and in the dominant
narratives concerning the United States.

February 7 — November 8, 2026



The Museum Ludwig recently acquired photochromes produced around 1900
by the Detroit Publishing Company. These are the framed, colored images
you see here and in the adjacent cabinet. Sold in their millions, these views
served as souvenirs for tourists before cameras became commonplace.
They show staged, tinted landscape scenes, idyllic images that shaped the
collective image of the United States for generations. But memories are fragile.
They can be collected, shared, overwritten, and modified.

What these pictures don't tell us Is that this land Is inhabited by numerous
Nations, who call it Turtle Island. For this reason, the labels above the frames
give the names of several Nations whose territories are shown here. At the
table you also have the opportunity to listen to the voice of Romayne Watt,

a member of the Seneca Nation. She tells a creation story of Turtle Island that
she learned from her mother. Greetings from Turtle Island!



Each of the sculptures in Marie Watt’s Thirteen Moons is made of tin jingles.
These jingles are most frequently seen In the Jingle Dress Dance, a dance
which is currently performed at intertribal powwows, but which have

their origin in the Qjibwe tribe. During the 1918 influenza pandemic an Ojibwe
elder had a dream In which he heard a sound that would heal his very sick
granddaughter. It was discovered that bells (jingles) made from rolled tobacco
tin lids would create this sound, and when a dress adorned with the jingles
was danced around the child, she, In time, became well.

The Jingle Dress Dance was also a radical act. In 1883, the United States
banned Indigenous ceremonial gatherings. Though the ban was repealed
In 1978 with the American Indian Religious Freedom Act, during its century-
long prohibition the Jingle Dress Dance was shared widely with other

tribal communities. It continues to be associated with healing today. Acosia
Red Elk, a ten-time world champion jingle dress dancer and frequent
collaborator of Watt’s is featured in the video.

There are thirteen sculptures In this exhibition, a number chosen as a

nod to the thirteen moons of the Haudenosaunee calendar. Though the
Gregorian calendar has become the dominant standard for measuring time in
the West, cultures across our planet independently crafted their own systems,
often guided by solar and lunar cycles and religious events. This body of work
IS @ modern homage to a traditional system of marking a seasonal cycle.

The thirteen Haudenosaunee moons correspond to the thirteen scutes of a
turtle’s shell, a reference to the fact that according to their creation story, North
America was formed on the back of a giant turtle. The names of the months
are written here on the posts, from Midwinter Moon to Resting Moon. The
sculptures not only guide us through the year but also connect sky and earth.

You are invited to move through the months, through the sculptures, to touch
them ana listen to them. A single jingle does not do much on its own. It Is the
community of jingles, of jingles and people, that produce a sound.



| did not choose the frame my work first entered through. It was waiting

for me before | ever stepped into the art world — constructed by institutions,
curators, and an art market eager to fit Native artists into a single, familiar
storyline. The frame was already named: Contemporary Native Art. It had

its own language, its own expectations, its own appetite for confrontation.
And without being asked, | was placed inside It. . . .

Once | removed the institution’s vocabulary from my own writing, everything
became clearer. The work felt more grounded. My voice felt more exact.
And | recognized something important: institutional language often exists
to make the institution feel transformed without requiring real transformation.
Words like “reckoning” and “dialogue™ do not change structures; they soften
them. They create the appearance of openness without altering anything
underneatn. . . .

The art world has long relied on categories to stabilize its understanding

of artists — categories that feel tidy, manageable, and legible to institutions.
Few categories have been as persistently applied, and as limiting, as the label
“Native artist.” On the surface, it appears factual: | am Apsaalooke, | come
from a specific district, and my work is grounded in Apsaalooke history.

But within institutions, this label does not function as a description. It functions
as a container.

The category “Native artist” reshapes the work before anyone even sees it.

. . . It reduces Nation-specific realities into a generic Indigeneity that
obscures the differences between peoples, histories, languages, and forms
of knowledge. It invited projection rather than understanding.

| do not reject the truth of who | am. | reject the institutional machinery that
turns that truth into a genre.

Wendy Red Star: The Foe Manuscript (excerpt)



While preparing this exhibition, we were accompanied by a feeling of
uneasiness — and of uncertainty.

What do we know about the art and history of the people of Indigenous
Nations in the United States? Is a few months reading and a job at a European
museum enough to be able to select and contextualize works? Shouldn’t we
be listening rather than speaking?

Yes, we want to listen, and we will continue to do so. And no, of course
this period of preparation isn’t sufficient. We still know far too little and we
too often have a Eurocentric view of art. At the same time there were also
the pleasures of learning, of contemporary art, of communicating across
the Atlantic.

As an institution and as curators, what do we learn from our work on

this exhibition? We learn that there is a way of combatting our feeling

of uneasiness—Dby talking to one another. Dialogical curating as an ongoing
practice of listening, asking questions, and unlearning.

Santi Grunewald and Miriam Szwast
Curators of the exhibition















Detroit Publishing Company
Anfahrt zum Sagamore-Landesteg, Green Island, Lake George, New York
Approaching Sagamore Dock, Green Island, Lake George, New York

Volker / Tribes: N'dakina (Abenaki), Kanien’keha:ka (Mohawk),
Ho-de-no-sau-nee-ga (Haudenosaunee), Mohican

Ortsbezeichnung der Haudenosaunee / Place name of the Haudenosaunee:
Andia-ta-roc-te (Lake That Shuts Its Self In)

1904



Das Bild zeigt wohlhabende Tourist*innen, die per Dampfschiff in das Luxushotel
The Sagamore Resort auf einer Privatinsel im Bundesstaat New York reisen.

Die Haudenosaunee, die hier gelebt hatten, waren von den Kolonialist*innen in
entfernte Reservate umgesiedelt worden. Die Vertreibung der Indigenen Volker
erfolgte mittels erzwungener Abtretung, Landtausch oder Verkauf. Aus einer
Indigenen Perspektive lasst sich Land nicht besitzen; man kann nur mit dem Land
leben. ,,Wie kann man den Himmel kaufen oder verkaufen — oder die Warme
der Erde? Diese Vorstellung ist uns fremd. Wenn wir die Frische der Luft

und das Glitzern des Wassers nicht besitzen — wie konnt ihr sie von uns
kaufen?“, soll Chief Seattle den US-Prasidenten Franklin Pierce in seiner spater von
anderen niedergeschriebenen Rede ,Wir sind ein Teill der Erde™ 1855 gefragt haben.
Die Philosophin Eva von Redecker denkt in ihrem Buch Bleibefreiheit (2025) den
Freiheitsbegriff neu: als Freiheit, an einem Ort zu leben, an dem wir bleiben wollen
und konnen. Die neokoloniale Tourismusindustrie grundet dagegen auf Mobilitat.

The picture shows wealthy tourists traveling by steamboat to the luxury hotel

The Sagamore Resort on a private island in New York State. The Haudenosaunee
who had lived here were resettled by the colonialists to distant reservations.

The displacement of the Indigenous peoples took place through forced cession,
land exchange, or sale. From an Indigenous perspective, land cannot be owned;
one can only live with the land. “How can you buy or sell the sky, the warmth
of the land? The idea is strange to us. If we do not own the freshness

of the air and the sparkle of the water, how can you buy them?,” Chief Seattle
IS said to have asked US President Franklin Pierce in his 1855 speech “We

Are a Part of the Earth,” which was later written down by others. In her book
Bleibefreiheit (Freedom to Stay, 2025), philosopher Eva von Redecker rethinks the
concept of freedom: as the freedom to live in a place where we want to and can stay.
The neocolonial tourism industry, on the other hand, is based on mobillity.



Detroit Publishing Company / William Henry Jackson
Niagarafalle
Niagara Falls

Volker / Tribes: Ho-de-no-sau-nee-ga (Haudenosaunee)
Ortsbezeichnung der Haudenosaunee / Place name of the Haudenosaunee: Onguiaahra (The Strait)

1898/1924



Die imposanten Wasserfalle sind vor etwa 12.000 Jahren entstanden. Seitdem
erzahlen sich Menschen Geschichten Uber ihre Entstehung und Bedeutung.
Eine der Geschichten der Seneca-Volker, Lelawala, handelt von der ,,Nebelfee”.
In einer der vielen uberlieferten Versionen paddelt die junge Lelawala, von
Liebeskummer Uberwaltigt, mit ihrem Kanu in Richtung der Wasserfalle, um sich
In die Fluten zu sturzen. Doch der Donnergott He'no rettet sie und bringt sie zu
seinem Zuhause hinter den Wasserfallen, wo Lelawala sich in seinen jungsten
Sohn verliebt und ihn heiratet. Eines Tages erzahlt He’no Lelawala, dass eine
riesige Schlange den Fluss hinunterwandert und das Wasser vergiften will. Da inre
Familie dieses Wasser trinkt, erlaubt ihr He'’no, ihr Heimatdorf zu besuchen, um ihre
Verwandten vor der drohenden Gefahr zu warnen. Seitdem beobachtet Lelawala
ihr Volk jeden Tag und steigt in Form von Nebel von den Onguiaahra auf.

The impressive waterfalls were formed around 12,000 years ago. Since then,

people have been telling stories about their origin and significance. One of the stories
of the Seneca people, Lelawala, is about the “mist fairy.” In one of the many versions
that have been passed down, the young Lelawala, overcome with heartbreak,
paddles her canoe toward the falls to throw herself into the waters. But the thunder
god He’no saves her and takes her to his home behind the falls, where Lelawala falls
In love with his youngest son and marries him. One day, He’no tells Lelawala that

a giant snake is migrating down the river and wants to poison the water. Since her
family drinks this water, He’no allows her to visit her home village to warn her relatives
of the impending danger. Since then, Lelawala watches over her people every day,
rising from the Onguiaahra in the form of mist.



Detroit Publishing Company
American Falls und Rock of Ages mit Whirlwind-Brucke, Niagarafalle, New York
American Falls and Rock of Ages with Whirlwind Bridge, Niagara Falls, New York

Volker / Tribes: Ho-de-no-sau-nee-ga (Hodenosaunee)
Ortsbezeichnung der Haudenosaunee / Place name of the Haudenosaunee: Onguiaahra (The Strait)

1900



Jedes Fotochrom basiert auf einer fotografischen Aufnahme, die zunachst als
Schwarz-Weil3-Negativ vorliegt. Dieses Negativ — haufig auf einer Glasplatte -
wurde In einem chemischen Prozess auf eine Druckplatte, in diesem Fall einen
Druckstein, Ubertragen. Um einen vielfarbigen Druck zu erzeugen, brauchte es

pro Farbe einen eigenen Druckstein, hier zum Beispiel fur Braun und Blau-Grun-
Tone. Mithilfe dieser eingefarbten Drucksteine wurde Ubereinander auf Papier oder
Karton gedruckt. Das Ergebnis sieht aus wie eine Farbfotografie. Tatsachlich aber
waren die Personen, die die Farben in der Fabrik auswahlten und druckten oft

gar nicht vor Ort gewesen, also zum Beispiel an diesem Wasserfall. Auch lagen
zwischen dem Tag der fotografischen Aufnahme und der Produktion des Fotochroms
mitunter Jahrzehnte. AuBerdem wurden nachtragliche Retuschen in den Bildern
vorgenommen, wie das Erganzen oder Entfernen von Menschen, Fahnen oder
Fahrzeugen. Dies alles zeigt, dass Fotochrome Bild-Konstruktionen sind, fern einer
Dokumentarfotografie. Sie sind kunstlich geschaffene Bilder, eine Ware, die in hohen
Auflagen produziert und verkauft wurde.

Die Lizenz am Fotochrom-Verfahren hatte die Detroit Publishing Company von der
Schweizer Photochrom Co. erworben. Das Verlagsunternehmen verwendete ebenfalls
erfolgreich das vom Schweizer Lithografen Hans Jakob Schmid in den 1880er

Jahren entwickelte Verfahren fur die Produktion von Postkarten, Wandbildern und
anderen Verkaufsartikeln.

Each photochrome is based on a photographic image that initially exists as

a black-and-white negative. This negative — often on a glass plate — was transferred
to a printing plate, in this case a lithographic stone, using a chemical process.

To produce a multicolor print, a separate lithographic stone was needed for each
color, in this case for brown and blue-green tones. These colored printing stones
were used to print on top of each other on paper or cardboard. The result looks
ike a color photograph. In fact, however, the people who selected the colors in the
factory and printed them were often not even on site, for example at this waterfall.
In some cases, decades passed between the day the photograph was taken

and the production of the photochrome. In addition, subsequent retouching was
carried out on the images, such as adding or removing people, flags, or vehicles.
All of this shows us that photochromes are image constructions, far removed from
documentary photography. They are artificially created images, a commodity that
was produced and sold in large quantities.

The Detroit Publishing Company acquired the license for the photochrome process
from the Swiss Photochrom Co. The publishing company also successfully used the
process developed by Swiss lithographer Hans Jakob Schmid in the 1880s for the
production of postcards, wall pictures, and other merchandise.



Edward Sheriff Curtis

Eine Oase in den Badlands, South Dakota (Red Hawk, stellvertretendes Oberhaupt der Oglala Lakota) /
An Oasis in the Badlands, South Dakota (Oglala Lakota sub chief Red Hawk)

1905

Bromsilbergelatine auf Karton
Erworben 2005 als Teil der Agfa Sammlung



Dieses Bild ist eines von vielen, die zwischen 1907 und 1930 Iin der zwanzigbandigen
Buchreihe The North American Indian von Edward Curtis veroffentlicht wurden.

Es zeigt Red Hawk, einen Oglala Lakota, mit dem Curtis die Bad Lands bereiste,
um Bild- und Tonaufnahmen Indigener Volker zu machen. Die Schriftstellerin Louise
Erdrich, Angehorige der Turtle Mountain Band of Chippewa, schreibt: ,,Obwohl
Curtis glaubte, eine verschwindende Kultur zu dokumentieren, lebt in diesen
bescheidenen Kunsten die Kraft der Indigenen Kultur.“ Seit Anfang des

19. Jahrhunderts hatte das Narrativ des ,Vanishing Indian®, des ,,verschwindenden
Indigenen®, Verbreitung gefunden, etwa in James Fenimor Coopers Buch Der letzte
Mohikaner von 1826. Mit seiner Arbeit wollte Curtis dem Vergessen entgegenwirken.
Von ,Verschwinden® zu sprechen verzerrte dabel die Realitat, denn vielmehr fuhrte
Genozid zur Dezimierung der Bevolkerungszahlen.

Diese romantisierende Darstellung ist kein Schnappschuss, sondern ein kunstlerisch
gestaltetes Werk, mitfinanziert vom Unternehmer J. P. Morgan, der eine wichtige Rolle
beim Ausbau des Schienennetzes spielte, das wesentlich zur Vertreibung Indigener
Menschen beitrug. Und doch gelten die Bilder von Curtis vielen heute als wertvolles
Zeugnis ihrer Kultur.

,Diese Geschichten - uber die Besiedlung des US-amerikanischen Westens
und Indigene Menschen, die einfach verschwanden [. . .] - werden [. . .] zum
Teil erzahlt, damit das ganze Bild nicht gesehen werden kann. [. . .] Was wurde
passieren, wenn Du zuhoren wurdest?“, fragt die Anishinaabe-ukrainische Autorin
Patty Krawec in Becoming Kin. An Indigenous Call to Unforgetting the Past and

Reimagening Our Future (2022).

This image is one of many published between 1907 and 1930 in Edward Curtis’s
twenty-volume book series The North American Indian. It shows Red Hawk,

an Oglala Lakota, with whom Curtis traveled through the Bad Lands to take
photographs and make recordings of Indigenous peoples. Writer Louise Erdrich,

a member of the Turtle Mountain Band of Chippewa, writes: “For although Edward
Curtis believed that he was documenting a vanishing culture, it is Iin these
humble arts that the strength of Native culture lives.” Since the early 19th
century, the narrative of the “Vanishing Indian” had become widespread, for example
in James Fenimore Cooper’'s 1826 book The Last of the Mohicans. Curtis wanted

to counteract this oblivion with his work. To speak of “vanishing” distorted reality,
because it was genocide that led to the decimation of the population.

This romanticized portrayal is not a snapshot, but an artistically designed work,
co-financed by entrepreneur J. P. Morgan, who played an important role in the
expansion of the rail network, which contributed significantly to the displacement
of Indigenous peoples. And yet, many today consider Curtis’s images to be

a valuable testimony to their culture.

“These stories — about Western settlement, and Indians who simply

vanished ... -are... told in part so that the whole picture cannot be seen. ..
. What would happen, if you listened?”, asks Anishinaabe-Ukrainian author

Patty Krawec in Becoming Kin. An Indigenous Call to Unforgetting the Past and
Reimagining Our Future (2022).



Detroit Publishing Company / William Henry Jackson
Lake de Amalia, Wind River Mountains, Wyoming

Volker / Tribes: Newe Sogobia (Eastern Shoshone), Apsaalooke (Crow),
Tséstho’e (Cheyenne), O&héthi Sakdwin

Indigene Ortsbezeichnung ist uns nicht bekannt /

We do not know the Indigenous name

1893



2024 erwarb das Museum Ludwig 200 Fotochrome aus dem Nachlass des
Sammlers, Galeristen und Fotografen Christopher Cardozo (1948-2021), die alle
Motive aus den USA zeigen. Seit den 1970er Jahren hatte sich Cardozo aul3erdem
dem Schaffen des Fotografen Edward S. Curtis gewidmet, dessen Werk er
unermudlich sammelte, ausstellte und veroffentlichte. Curtis hatte uber Jahrzehnte
Indigene Menschen in Nordamerika portratiert, ebenjene Menschen, die in den
Landschaftsfotochromen fehlen.

Hier finden Sie ein Video, in dem Christopher Cardozo uber Edward Curtis spricht:
OO0
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Vorbesitzer‘innen der Fotochrome:

— Christopher Cardozo

— Gregory Mathew Franzwa (1926-2009), Autor von Buchern zur Kolonialisierung
des nordamerikanischen Westens mit Planwagen-ITrecks

— Isabelle Haynes, Schwiegertochter des Fotografen und Fotografie-Unternehmers
im Yellowstone-Nationalpark Frank Jay Haynes (1853-1921)

— Detroit Publishing Company, 1924 Konkurs, 1932 Liguidation

In 2024, the Museum Ludwig acquired 200 photochromes from the estate of
collector, gallery owner, and photographer Christopher Cardozo (1948-2021), all

of which depict motifs from the United States. Since the 1970s, Cardozo had also
devoted himself to the work of photographer Edward S. Curtis, tirelessly collecting,
exhibiting, and publishing his work. For decades, Curtis had portrayed Indigenous
peoples in North America, the very people who are missing from the landscape
photochromes.

Here is a video in which Christopher Cardozo talks about Edward Curtis:
Ohsed0
TR
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Previous owners of the photochromes:

— Christopher Cardozo

— Gregory Mathew Franzwa (1926-2009), author of books on the colonization
of the North American West with covered wagon treks

— Isabelle Haynes, daughter-in-law of photographer and photography entrepreneur
Frank Jay Haynes (1853-1921) in Yellowstone National Park

— Detroit Publishing Company, bankrupt in 1924, liquidated in 1932



Detroit Publishing Company / William Henry Jackson
Garden of Gods, Balanced Rock, Colorado Springs, Colorado

Volker / Tribes: Ndé Konitsaaii Gokiyaa (Lipan Apache), Nuu-agha-tuvu-pu (Ute), Tsestho’e (Cheyenne)
Ortsbezeichnung der Arapaho / Place name of the Arapaho:
Ho3o’uu Niitko’'usi’l (The Place Where the Gods Assemble)

1908



The Ojibwe word for stone, asin, is animate. Stones are alive.
They are addressed as grandmothers and grandfathers.
The Universe began with a conversation between stones.

1
A thousand generations of you live and die

In the space of a single one of our thoughts.

A complete thought is a mountain.

We don’t have very many ideas.

When the original fire which formed us subsided,
we thought of you.

We allowed you to occur.

We are still deciding whether that was wise.

Louise Erdrich, “Asiniig” (excerpt)

Beginn des bislang unubersetzten Gedichts ,,Asiniig“ von Louise Erdrich. Die ersten
Satze lauten: ,,Das Ojibwe-Wort fur Stein, ,asin’, ist belebt. Steine sind lebendig.

Sie werden als GroBmutter und GroBBvater angesprochen. Das Universum begann
mit einem Gesprach zwischen Steinen.”



Detroit Publishing Company / William Henry Jackson
Royal Gorge, Arkansas River, Colorado

Volker / Tribes: Tsestho’e (Cheyenne), Nuu-agha-tuvu-pu (Ute)
Indigene Ortsbezeichnung ist uns nicht bekannt /
We do not know the Indigenous name

1901



Ein Dreischienengleis fuhrt schnurgerade durch die Schlucht Royal Gorge entlang
des Arkansas River und zieht unseren Blick in die Tiefe. Die Kunstlerin Marie Watt
beobachtet in der westlichen Landschaftsdarstellung eine vorwiegende Betonung
der Horizontalen, wahrend in ihrer Seneca-Tradition der Vertikalen eine grof3ere
Bedeutung zukommt. Auf den 1887 von der Denver and Rio Grande Western Railroad
fertiggestellten Schienen wurden sowohl| Guter als auch Menschen befordert. Um

die Expansion bis an die WestkUste der USA zu rechtfertigen, fuhrte der New Yorker
Journalist John L. O’Sullivan 1845 den Begriff des ,Manifest Destiny” ein, bezogen
auf den Drang der europaischen Kolonialist*innen und ihrer Nachfolger*innen,

,den gesamten Kontinent in Besitz zu nehmen®. O’Sullivan beschrieb die gewaltvolle
Einnahme Nordamerikas als gottlichen Auftrag. Nach den Kolonialist*innen und
Goldsuchenden waren es Tourist*innen, die diese Routen bereisten.

A three-rail track runs straight through the Royal Gorge along the Arkansas River,
drawing our gaze into the depths. Artist Marie Watt observes a predominant
emphasis on the horizontal in Western landscape depictions, whereas in her
Seneca tradition, the vertical is given greater significance. The railroad, completed
in 1887 by the Denver and Rio Grande Western Railroad, transported both goods
and people. To justify expansion to the west coast of the United States, New
York journalist John L. O’Sullivan introduced the concept of “Manifest Destiny”

in 18495, referring to the European colonialists and their successors’ desire to
“take possession of the entire continent.” O’Sullivan described the violent conquest
of North America as a divine mission. After the colonialists and gold seekers,

it was tourists who traveled these routes.



Detroit Publishing Company / William Henry Jackson
Arizonas Grand Canyon vom Hopi Point gesehen
Grand Canyon of Arizona from Hopi Point

Volker / Tribes: Hualapai, Hopitutskwa, Havasu Baaja (Havasupai), Pueblos
Ortsbezeichnung der Hopi / Place name of the Hopi: Ongtupga (Great Canyon)

Ca. 1905



Ab 1901 fuhrte eine Zugstrecke der Atchison, Topeka and Santa Fe Railway zum
Grand Canyon. Die Bahngesellschaft liel3 auch eine touristische Infrastruktur samt
Hotels und Restaurants bauen. Zwischen 1900 und 1909 verlegte die Detrolit
Publishing Company allein aus der Region des Grand Canyon 86 Postkartenmotive.
Die Geografin Yolonda Youngs beschreibt in ihrem Buch Framing Nature.

The Creation of an American Icon at the Grand Canyon (2024), wie der Verlag

Jdie kulturellen Ideale und sich wandelnden Werte der Gesellschaft vermittelt, die
diese Bilder schafft und verbreitet”. Hier liegt das Hauptaugenmerk auf den Farben
der Gesteinsschichten. Menschen, Tiere oder Pflanzen sind nicht auszumachen.
Der Aussichtspunkt Rowe’s Point wurde nach Sanford Rowe benannt, einem
Geschaftsmann, der Fuhrungen in den Canyon entlang des Bright Angel Trail anbot.
Heute heil3t der Aussichtspunkt Hopi Point, benannt nach den Hopi, die gro3tenteils
In einem Reservat leben. Thomas Banyacya, ein hochrangiger Hopl, ubersetzt Hopl
als ,,freundliche, friedfertige und authentische Menschen®. Hier konnen Sie seine
Rede vor der UNO sehen, gehalten am 10. Dezember 1992:

From 1901 onwards, a railway line operated by the Atchison, Topeka and Santa Fe
Railway ran to the Grand Canyon. The railway company also had tourist infrastructure
built, including hotels and restaurants. Between 1900 and 1909, the Detroit
Publishing Company published 86 postcard motifs from the Grand Canyon region
alone. In her book Framing Nature. The Creation of an American Icon at the Grand
Canyon (2024), geographer Yolonda Youngs describes how the publisher “convey the
cultural ideals and changing values of the society that creates and propagates these
Images.” The main focus here is on the colors of the rock layers. People, animals,

or plants are not visible. The Rowe’s Point viewpoint was named after Sanford Rowe,
a businessman who offered guided tours of the canyon along the Bright Angel Trall.
Today, the viewpoint is called Hopi Point, named after the Hopi, most of whom live
on a reservation. Thomas Banyacya, a senior Hopi, translates Hopi as “friendly,
peaceful, and authentic people.” Here you can see his speech to the UN, delivered
on December 10, 1992:




Detroit Publishing Company / William Henry Jackson
Echo Cliffs, Colorado River, Glenwood Canyon, Colorado

Volker / Tribes: Nuu-agha-tuvu-pu (Ute)
Ortsbezeichnung der Hopi / Place name of the Hopi: Ongtupga (Great Canyon)

Ca. 1914



In diesem Bild wird die erhabene Natur von den Gleisen der Denver and Rio
Grande Western Railroad durchquert. Die Aufnahme stammt von William Henry
Jackson, der seit jungen Jahren zu Ful3, per Pferd und dann per Zug vor allem
durch den Westen der USA reiste. 1897 verkaufte er seine Uber Jahrzehnte hinweg
entstandenen Glasnegative samt Bildrechten an die Detroit Photographic Company,
spater Detroit Publishing Company genannt. Zu Werbezwecken reiste Jackson
1902 mit einer reprasentativen Fotochrom-Ausstellung in einem dafur umgebauten
Waggon durch den Sudwesten der USA, hielt Vortrage und stand den zahlreichen
Interessierten fur Fragen zur Verfugung. 1903 zog er von Denver nach Detroit, wo
er Unternehmensleiter der Detroit Publishing Company wurde. Zu seinen Aufgaben
gehorte es, die Farben fur die Fotochrom-Drucke von seinen Schwarz-Weil3-
Negativen zu notieren.

Die Motive der Detroit Photographic Company konnten als Postkarten, kleinformatige
Drucke oder auch in diesen grof3eren Formaten fertig gerahmt erworben werden.

Sie konkurrierten jedoch zunehmend mit den Schnappschussen der Tourist*innen,
die ab 1888 mit kleinformatigen Rollfilm-Kameras leicht und kostengunstig Schwarz-

Wei3-Fotografien herstellen konnten.

In this image, the majestic natural landscape is crossed by the tracks of the

Denver and Rio Grande Western Railroad. The photograph was taken by William
Henry Jackson, who traveled throughout the western United States from a young
age, first on foot, then by horse, and later by train. In 1897, he sold his glass
negatives, which he had collected over decades, along with the image rights, to

the Detroit Photographic Company, later renamed the Detroit Publishing Company.
For promotional purposes, Jackson traveled through the southwestern United States
In 1902 with a representative photochrome exhibition in a converted railroad car,
giving lectures and answering questions from the numerous interested visitors.

In 1903, he moved from Denver to Detroit, where he became the head of the Detroit
Publishing Company. One of his tasks was to note the colors for the photochrome
prints from his black-and-white negatives.

The Detroit Photographic Company’s motifs could be purchased as postcards,
small-format prints, or even in these larger formats, ready-framed. However,
they increasingly competed with the snapshots taken by tourists, who, from
1888 onwards, were able to produce black-and-white photographs easily and
iInexpensively with small-format roll film cameras.



William Henry Jackson
Eine zweikopfige Lokomotive der Denver und Rio Grande Company am La Veta Pass, Colorado
A double-headed Denver and Rio Grande Passenger Train at the La Veta Pass, Colorado

1881

Albuminpapier auf Karton
Erworben 2005 als Teil der Agfa Sammlung



,Das WeiBe verbreitete sich uber den neuen Westen, schreibt der Historiker
Ned Blackhawk in seinem Buch The Rediscovery of America. Native Peoples

and the Unmaking of U.S. History (2023). Und bei der ErschlieBung des Westens
durch weiBe Menschen spielte die Eisenbahn eine zentrale Rolle. William Henry
Jackson war von der Denver and Rio Grande Western Railroad Company
beauftragt worden, die Zuge in Colorado zu fotografieren. Nachdem die Indigenen
Volker, darunter die Ute, 1869 aus Colorado gewaltsam vertrieben worden waren,
entwickelte sich rasch ein Schienennetz, Uber das Menschen und Guter transportiert
wurden. Diese doppelkopfige, schmalspurige Eisenbahn fuhr ab 1877 uber den
2.800 Meter hohen La Veta Pass und galt als technische Meisterleistung.

“Whiteness flowered across this new West,” writes historian Ned Blackhawk

In his book The Rediscovery of America: Native Peoples and the Unmaking

of U.S. History (2023). And the railroad played a central role in the settlement of the
West by White people. Willlam Henry Jackson was commissioned by the Denver

and Rio Grande Western Railroad Company to photograph the trains in Colorado.
After the Indigenous peoples, including the Ute, were forcibly expelled from Colorado
In 1869, a raill network quickly developed to transport people and goods. This
double-headed, narrow-gauge railroad ran over the 2,860-meter-high La Veta Pass
from 1877 onwards and was considered a technical masterpiece.



Detroit Publishing Company
Eisenbahnwaggon, Innenraum, mit Reisenden
Railroad Car, Interior, Peopled

1900

Detroit Publishing Company
Postkarte aus dem Yellowstone-Nationalpark, 1905 an eine Adresse im Bundesstaat New York verschickt /
Postcard from the Yellowstone National Park sent to an address in New York in 1905

Postkarte aus dem Grand Canyon, 1905 (?) an eine Adresse in Wien verschickt /
Postcard from the Grand Canyon, sent to an address in Vienna in 1905 (?)

Archiv Museum Ludwig



Viele Zuge der Eisenbahngesellschaft Chicago & Alton Railroad (C&A) waren mit
lJuxuriosen, von George Pullman entworfenen Waggons ausgestattet, die das Reisen,
fur alle, die es sich leisten konnten, angenehm machten. An den Bahnhofen verkaufte
die Detroit Photographic Company ihre Postkarten, sodass Reisende sie bequem
erwerben und als Erinnerungsbilder in die Welt verschicken konnten.

Fotografische Erinnerungsbilder stammten bis dahin meist von professionellen
Fotograf*innen, da Tourist*innen noch nicht immer Uber eigene Kameras verfugten.
Wie die Geografin Yolonda Youngs in ihrem Buch Framing Nature. The Creation

of an American Icon at the Grand Canyon (2024) beschreibt, beauftragte die Detroit
Publishing Company ihre Fotografen, Bilder anhand einer von ihr erstellten Checkliste
aufzunehmen. Auf diese Weise wurden bestimmte Perspektiven und Narrative

uber Landschaften und Volker reproduziert. Es sind die immer gleichen Bilder —

etwa einer menschenleeren, erhnabenen Landschaft —, die die Menschen kauften

und verbreiteten und die von der Tourismusindustrie bis heute wiederholt werden.

Many trains operated by the Chicago & Alton Railroad (C&A) were equipped with
lJuxurious carriages designed by George Pullman, which made traveling a pleasant
experience for those who could afford it. The Detroit Photographic Company sold
its postcards at train stations, allowing travelers to conveniently purchase them and
send them around the world as souvenir pictures.

Until then, photographic souvenirs had mostly been taken by professional
photographers, since tourists did not always have their own cameras. As geographer
Yolonda Youngs describes in her book Framing Nature: The Creation of an American
Icon at the Grand Canyon (2024), the Detroit Publishing Company commissioned

its photographers to take pictures based on a checklist it had created. In this way,
certain perspectives and narratives about landscapes and peoples were reproduced.
It Is the same images — such as a deserted, sublime landscape - that people bought
and distributed and that are still repeated by the tourism industry today.



Detroit Publishing Company / William Henry Jackson
Das Hotel Yellowstone Mammoth Hot Springs mit Liberty Cap, Wyoming
Yellowstone Mammoth Hot Springs Hotel with Liberty Cap, Wyoming

Volker / Tribes: Shoshone-Bannock, Newe Sogobia (Eastern Shoshone),
Cayuse, Umatilla und / and Walla Walla

Ortsbezeichnung der Crow / Place name of the Crow: Aw’Pawishe (Land of Steam)
1902

Postkarte, 1905 an eine Adresse Im Bundesstaat New York verschickt /
Postcard sent to an address in New York in 1905

Archiv Museum Ludwig



Die im Fotochrom nur zu erahnende Fahne auf dem Giebel des in der Ferne
iegenden Hotels wurde fur die Postkarte vor wolkenlosem Himmel mit wenigen
Strichen betont und zu den Betrachtenden hin ausgerichtet. Es ist nur ein Detall,
aber kein unwesentliches, wenn man den Namen der geologischen Formation

im Vordergrund kennt: Liberty Cap (Freiheitsmutze). Der Name bezieht sich

auf die Form der Phrygischen Mutze, die seit der Franzosischen Revolution als
Freineitssymbol fungiert und etwa in dem Wappen der Bundesstaaten West Virginia,
dem Siegel des US-Senats sowie den Flaggen von New York und New Jersey
erscheint. Als William Henry Jackson Wyoming zum ersten Mal bereiste, gehorte
es noch nicht zu den USA; erst 1890 wurde das Gebiet als 44. Bundesstaat den
USA angeschlossen. Die Betonung der Fahne auf der Postkarte lenkt den Blick auf
die vom Freiheitsmythos angetriebene Einnahme des ,Land of Steam®, des Landes

des Dampfes, wie es bei den Crow heif3t.

The flag on the gable of the hotel in the distance, which can only be guessed

at in the photochrome, was emphasized for the postcard with a few strokes

against a cloudless sky and aligned toward the viewer. It is only a detall, but not an
insignificant one if you know the name of the geological formation in the foreground:
Liberty Cap. The name refers to the shape of the Phrygian cap, which has served
as a symbol of freedom since the French Revolution and appears, for example,

in the coat of arms of the state of West Virginia, the seal of the US Senate, and

the flags of New York and New Jersey. When William Henry Jackson first traveled
to Wyoming, it was not yet part of the United States; it was not until 1890 that the
territory became the 44th state of the US. The emphasis on the flag on the postcard
draws attention to the myth of freedom that drove the conquest of the “Land of
Steam,” as the Crow call it.



Detroit Publishing Company
Canyon des Yellowstone River, Inspiration Point, Wyoming
Canyon of the Yellowstone River, Inspiration Point, Wyoming

Volker / Tribes: Shoshone-Bannock, Newe Sogobia (Eastern Shoshone),
Cayuse, Umatilla und / and Walla Walla

Ortsbezeichnung der Assiniboine und Sioux /

Place name of the Assiniboine and Sioux: Pahaska (White Mountain Country)

1902



Fotochrome waren die ersten ,Farbfotografien” der USA. Sie sollten einen
lebendigen Eindruck der Natur vermitteln und halfen, Orte wie den bis heute
existierenden Aussichtspunkt Inspiration Point zu popularisieren. Auf den
Labels in dieser Ausstellung nennen wir Indigene Bezeichnungen fur die auf
den Fotochromen abgebildeten Orte, denn die Namensgebung ist immer auch
Ausdruck eines Narrativs zum Ort. Ist er Aussichtspunkt oder Heimat”?

Photochromes were the first “color photographs” in the United States. They were
iIntended to convey a vivid impression of nature and helped to popularize places such
as Inspiration Point, which still exists today. On the labels in this exhibition, we use
Indigenous names for the places depicted in the photochromes, because naming

IS always an expression of a narrative about the place. Is it a viewpoint or a home?



Detroit Publishing Company / William Henry Jackson
Krater des Castle-Geysirs und Crested Pool, Yellowstone-Nationalpark, Wyoming /

Crater of Castle Geyser and Crested Spring, Yellowstone National Park, Wyoming

Volker / Tribes: Shoshone-Bannock, Newe Sogobia (Eastern Shoshone),

Cayuse, Umatilla und / and Walla Walla
Ortsbezeichnung der Crow / Place name of the Crow: Aw’Pawishe (Land of Steam)

1893



»+Ach, wenn wir das nur in den echten Farben fotografieren konnten®, soll William
Henry Jackson gesagt haben, als er die hei3en Quellen in Yellowstone zum ersten
Mal sah. Jahrzehnte spater wurde Jacksons Wunsch — fast — Wirklichkeit, als er die

Retuscheure der Detroit Publishing Company bei der nachtraglichen Kolorierung
seiner Motive anleitete.

“If only we could photograph this In its true colors,” William Henry Jackson is said

to have remarked when he first saw the hot springs in Yellowstone. Decades later,
Jackson’s wish came true — almost — when he instructed the retouchers at the Detroit
Publishing Company to colorize his photographs after the fact.



William Henry Jackson

Crested Pool und Castle-Geysir, Yellowstone-Nationalpark, Wyoming
Crested Pool and Castle Geyser, Yellowstone National Park, Wyoming

1871

Albuminpapier auf Karton
Erworben 2005 als Teil der Agfa Sammlung



Die erste von der US-Regierung finanzierte geologische Untersuchung der
Yellowstone-Region im Nordwesten von Wyoming erfolgte 1871 unter der Leitung
von Ferdinand Vandeveer Hayden. Ziel war die Dokumentation wertvoller Ressourcen
und die ldentifizierung moglicher Schienenwege — alles fur den vermeintlich

,Schonen Plan des physischen Wachstums unseres Kontinents®. Begleitet wurde
Hayden unter anderem vom Fotografen William Henry Jackson.

Dieser auf Karton montierte Abzug hatte reprasentative Zwecke: Immerhin handelte
es sich um die ersten Fotografien der Region, und sie trugen dazu bei, dass das
Gebiet 1872 zum ersten Naturschutzgebiet der Welt, dem Yellowstone-Nationalpark,

erklart wurde.

In den 1930er Jahren erhielt Jackson, der auch Maler war, vom US-amerikanischen
Innenministerium den Auftrag, vier Wandgemalde zu schaffen, die verschiedene
staatlich finanzierte Expeditionen in den Westen der USA darstellen sollten.

Auf einem dieser Gemalde sind Hayden und Jackson selbst vor einem Geysir

Im spateren Yellowstone-Nationalpark zu sehen.

The first geological survey of the Yellowstone region in northwestern Wyoming,
funded by the US government, was conducted in 1871 under the direction of
Ferdinand Vandeveer Hayden. The aim was to document valuable resources and
identify potential rail routes — all for the supposed “beautiful plan of the physical
growth of our continent.” Hayden was accompanied by photographer William Henry
Jackson, among others.

This print, mounted on cardboard, served a representative purpose: After all, these
were the first photographs of the region, and they contributed to the area being
declared the world’s first nature reserve, Yellowstone National Park, in 1872.

In the 1930s, Jackson, who was also a painter, was commissioned by the US
Department of the Interior to create four murals depicting various government-funded
expeditions to the western United States. One of these paintings shows Hayden and
Jackson themselves in front of a geyser in what would later become Yellowstone

National Park.



Detroit Publishing Company

The Punch Bowl, Yellowstone-Nationalpark, Wyoming
The Punch Bowl, Yellowstone National Park, WWyoming

Volker / Tribes: Shoshone-Bannock, Newe Sogobia (Eastern Shoshone),
Cayuse, Umatilla und / and Walla Walla

Ortsbezeichnung der Crow / Place name of the Crow: Aw’Pawishe (Land of Steam)
1902

Postkarte, ungelaufen / Postcard, unused
Archiv Museum Ludwig



»,IN den neuen Nationalparks konnten Wochenendbesucher*innen
Auffuhrungen Indigener Volker in Yellowstone, Glacier und Yosemite erleben,
die ihrerseits auch durch die Enteignung der dort ansassigen Indigenen
Nationen entstanden waren®, schreibt der Historiker Ned Blackhawk. Von den
Auffuhrungen existieren Fotochrome und Postkarten der Detroit Publishing Company,
die wir hier nicht zeigen, um koloniale Praktiken der Ausbeutung und Exotisierung
nicht zu wiederholen. Heute werden 27 Indigene Volker der Yellowstone-Region
zugeordnet. 2022 eroffnete das Yellowstone Tribal Heritage Center, wo Indigene
Erinnerungen und Indigenes Wissen gesammelt, bewahrt und getellt werden.

So werden Uberlieferungen und Narrative zu historischen Quellen und kdnnen damit
die Geschichtsschreibung der USA in Zukunft noch starker mitformen.

“At new national parks, weekend visitors withessed performances by Native
peoples at Yellowstone, Glacier, and Yosemite, each of which had formed

In part through the dispossession of resident Indian Nations,” writes historian
Ned Blackhawk. Photochromes and postcards of the performances exist, produced
by the Detroit Publishing Company, which we do not show here in order to avoid
repeating colonial practices of exploitation and exoticization. Today, 27 Indigenous
peoples are associated with the Yellowstone region. In 2022, the Yellowstone Tribal
Heritage Center opened, where Indigenous memories and knowledge are collected,
preserved, and shared. In this way, traditions and narratives become historical
sources and can thus play an even greater role in shaping the historiography

of the United States in the future.



Detroit Publishing Company / William Henry Jackson
Great-Fountain-Geysir, Yellowstone-Nationalpark, Wyoming
Great Fountain Geyser, Yellowstone National Park, Wyoming

Volker / Tribes: Shoshone-Bannock, Newe Sogobia (Eastern Shoshone),

Cayuse, Umatilla und / and Walla Walla
Ortsbezeichnung der Crow / Place name of the Crow: Aw’Pawishe (Land of Steam)

1902



In Deutschland haben Karl Mays Winnetou-Bucher und deren Verfilmungen das
kollektive Bild der USA nachhaltig gepragt. Seine Schilderung des Yellowstone-
Gebietes basieren auf dem Artikel ,,Die neu entdeckten Geyser-Gebiete am oberen
Yellowstone und Madison River® in den Geographischen Mitteilungen. Der Artikel
wiederum fulBBte auf dem Expeditionsbericht des Geologen Ferdinand Vandeveer
Hayden, zu dem William Henry Jackson die Fotografien lieferte.

Heute ist der Park ,,ein Schlag ins Gesicht Indigener Menschen, so formuliert

es der Wissenschaftler Shane Doyle, Angehoriger der Apsaalooke Nation, im
Smithsonian Magazine. ,,Wir wurden im Grunde genommen aus dem Park
ausgeloscht, und das hinterlasst viele negative Gefuhle, obwohl wir sehr gerne
nach Yellowstone kommen und uns positiv an unsere Vorfahren erinnern,

die dort gelebt haben.”

In Germany, Karl May’s Winnetou books and their film adaptations have had a lasting
impact on the collective image of the US. His description of the Yellowstone area

IS based on the article “The newly discovered geyser areas on the upper Yellowstone
and Madison River” in Geographische Mitteilungen. The article, in turn, was based
on the expedition report by geologist Ferdinand Vandeveer Hayden, for which William

Henry Jackson provided the photographs.

Today, the park is “a slap in the face to Native people,” as scientist Shane Doyle,
a member of the Apsaalooke Nation, puts it in Smithsonian Magazine. “We have
essentially been erased from the park, and that leads to a lot of hard feelings,
although we do love to go to Yellowstone and reminisce about our ancestors

living there In a good way.”



Detroit Publishing Company
Oberes Geysirbecken, Sapphire Pool, Yellowstone-Nationalpark, Wyoming

Upper Geysir Basin, Sapphire Pool, Yellowstone National Park, Wyoming

Volker / Tribes: Shoshone-Bannock, Newe Sogobia (Eastern Shoshone),

Cayuse, Umatilla und / and Walla Walla
Ortsbezeichnung der Crow / Place name of the Crow: Aw’Pawishe (Land of Steam)

1898/1924



In Hut und schwarzer Kleidung, den Arm in die Hufte gestemmt, steht ein Mann am
Geysirbecken und scheint versunken in die Betrachtung der Natur. Sein Blick geht
nach links, wo der Wasserdampf der heilBen Quelle die Szenerie zu vernebeln beginnt.
Das Bild einer erhabenen Natur, das an romantische Landschaftsdarstellungen
erinnert, zeigt jedoch keinen einsamen Wanderer, sondern einen ,,Entdecker”

In typischer Kleidung. Ob er wirklich dort stand, wissen wir nicht, denn das Motiv
existiert auch ohne die Person im Bild. Doch was bedeutet ,,Entdecker®?

»,0as Prinzip der Entdeckung gab den europaischen Nationen ein absolutes
Recht auf die Lander der Neuen Welt“, schreibt die Anishnaabe-ukrainische
Autorin Patty Krawec in ihrem Buch Becoming Kin. An Indigenous Call to
Unforgetting the Past and Reimagining Our Future (2022). ,,Obwohl die fruhen
Kolonialist*innen die Garten und gepflegten Walder lobten, behaupteten

sie auch, dass Indigene Menschen das Land nicht wirklich nutzten -

oder zumindest nicht ,richtig‘ nutzten. Selbst heute noch behaupten
Bauunternehmen, dass ein Gebiet ,ungenutzt’ sei, wenn sie es erschlief3en
wollen. Das bedeutet jedoch nur, dass die Menschen es nicht auf eine
bestimmte Art und Weise nutzen. Pflanzen und Tiere nutzen es. Die Menschen
nutzen es. Es geht nie darum, ob das Land genutzt wird. Es geht darum, wie
und von wem - dass eine bestimmte Nutzung Vorrang vor allen anderen hat
und einer Gruppe das Recht gegeben wird, eine andere zwangsumzusiedeln.”

Wearing a hat and black clothing, his arm resting on his hip, a man stands by the
geyser basin and seems lost in contemplation of nature. His gaze is directed to the
left, where the steam from the hot spring begins to obscure the scene. The image
of sublime nature, reminiscent of romantic landscape paintings, does not show

a lonely hiker, but an “explorer” in typical clothing. We do not know if he was really
standing there, because the motif also exists without the person in the picture.

But what does “explorer” mean”?

“The principle of discovery gave European nations an absolute right to the
lands of the New World,” writes Anishnaabe-Ukrainian author Patty Krawec in her
book Becoming Kin. An Indigenous Call to Unforgetting the Past and Reimagining
Our Future (2022). “Although early colonists praised gardens and well-
maintained forests, they also claimed that the Indigenous people did not
really use the land - or at least did not use it ‘properly.” Even today, developers
say that an area is ‘unused’ when they want to develop it. However, this only
means that people are not using it in a certain way. Plants and animals use

it. People use it. It is never a question of whether the land is being used. It is
a question of how and by whom - that a particular use takes precedence over
all others and one group is given the right to displace another.”



Thomas Houseworth & Photographers / Charles Leander Weed
Nevada Fall, Yosemite Valley, Kalifornien
Nevada Fall, Yosemite Valley, California

1860er Jahre

Albuminpapier auf Karton
Erworben 1993 aus dem Nachlass von Robert Lebeck



In der Fotografie, ist das, was auf dem Bild zu sehen ist, mindestens so
aufschlussreich wie das, was nicht zu sehen ist. Der Fotograf Charles Leander
Weed gehorte 1859 zu den ersten Tourist®innen im Yosemite Valley. Der Verleger
des Bildes, Thomas Houseworth, betrieb eine Fotogalerie und verkaufte erfolgreich
Landschaftsidyllen. Houseworth wie auch Weed waren dem Goldrausch um 1850
gefolgt und von der Ostkuste der USA nach Kalifornien umgesiedelt. |hre Bilder
entstanden parallel zum Genozid von Kalifornien, bei dem zwischen 1846 und 1873
weilBe Siedlerkolonialist*innen 10.000 bis 20.000 Indigene Menschen toteten.

+Wir mussen den Geschichten zuhoren, die nicht erzahlt wurden. Nur so
beginnen wir, uns an die Dinge zu erinnern, die unter den Geschichten
begraben liegen, die uns erzahlt wurden®, schreibt Patty Krawec.

In photography, what can be seen In the picture is at least as revealing as what
cannot be seen. The photographer Charles Leander Weed was one of the first
tourists to visit Yosemite Valley in 1859. The publisher of the image, Thomas
Houseworth, ran a photo gallery, where he successfully sold idyllic landscapes.
Houseworth and Weed had both followed the gold rush around 1850 and moved
from the East Coast of the US to California. Their pictures were taken at the same
time as the genocide in California, during which White colonial settlers killed between
10,000 and 20,000 Indigenous people between 1846 and 1873.

“We need to listen to the histories that were not told so that we can
begin to remember the things buried beneath the histories we were,”
writes Patty Krawec.
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Jede Indigene Nation in Amerika hat eine gultige und individuelle Schopfungs-
geschichte. Fur mich sind sie alle ebenso gultig wie die biblische
Schopfungsgeschichte. Es gibt viele Darstellungen unserer Seneca-Schopfungs-
geschichte. Sie hangen oft von den Fahigkeiten und der Kreativitat der
Erzahlenden ab. Ich erinnere mich an diese Version meiner Mutter:

Dies ist eine Geschichte lange vor unserer Zeitrechnung.

Auf einer Insel im Himmel lebte die Himmelsfrau. Es war eine fruchtbare Insel.
Eines Tages fiel auf der Insel im Himmel ein prachtiger Baum um.

Er hinterlieB ein riesiges Loch im Boden.

Die neugierige Himmelsfrau geht zu dem Loch hinuber.

Sie schaut durch das Loch im Boden. Alles, was sie unter sich sieht, ist eine
Welt aus Wasser.

Plotzlich verliert sie das Gleichgewicht.

Sie versucht, sich an den Baumwurzeln festzuhalten,
aber das Einzige, was sie zu greifen bekam, war Erde.
Sie fallt. Tiefer und tiefer.

Unten sehen sie die Vogel. Sie fliegen unter sie, um ihren Fall abzufangen.
In diesem Moment taucht eine grof3e Schildkrote an der Wasseroberflache auf.
Die Vogel legen die Himmelsfrau sanft auf den Rucken der Schildkrote.

Die HHmmelsfrau lasst die Erde in thren Handen los, und diese vermehrt sich.
Die Erde wachst und wachst,

bis ein grofB3es, ein sehr groBBes Stuck Land entsteht.

Turtle Island nennen wir dieses Land.

Every Tribal Nation in America has a valid and different Creation Story.

To me, they are all just as valid as the Biblical Creation Story. There are many
renditions of our Seneca Creation Story, often depending on the skill and
creativity of the storyteller. This is the version | recall from my Mother.

This Is a story way before recorded time.

Sky woman lived on an island in the sky. It was a bountiful island.

One time a magnificent tree on the island in the sky fell over.

It made a huge hole In the dirt.

Sky Woman, who is curious, walks over to the hole.

She looks through the hole in the dirt. All she sees below is a world of water.

Suddenly, she loses her balance.

She tries to grab hold to the tree roots,

But the only thing she got in her hands was the dirt.
She falls. Down down down.

The birds below see her. They fly underneath her to catch her fall.
Just then a great turtle comes to the surface of the water.
The birds gently rest Sky Woman on the back of the turtle.

Sky Woman releases the dirt in her hands and it multiplies.
The dirt keeps growing and growing

Until there is a large, very large piece of land.

We call this land Turtle Island.

Erzahlt von / Told by Romayne Watt



Conversation

Marie Watt & Acosia Red Elk

Marie Watt: | want to start by saying that | am so grateful that jingles brought us together. | am a
great admirer of your work, and I've really enjoyed seeing how it has evolved and blossomed in the
short time I've known you. The way you tell stories and dance is extraordinary. | love how you create
space for healing and connection.

Acosia Red Elk: When you first reached out to me, | looked at the pictures and videos you sent of
people touching and interacting with your sculptures, and | thought it was such an amazing concept.
| believe that the jingles brought us together, that we were supposed to meet to continue sharing
the healing message of the jingle. The jingle is all about healing through movement and sound. Our
work with the jingles isn’t done either! I'm really honored to have been asked to be part of it. Thank
you for calling upon me.

MW: | feel similarly honored! Would you mind sharing a bit about the history of the Jingle Dress
Dance and how it was shared with other Native nations?

ARE: The Jingle Dress Dance has evolved through the decades. Most dances come from either
some kind of daily chore or significant moments in a life, like coming of age or the first kill. But the
Jingle Dress Dance is a newer dance, and unique in that it came from a vision. Because of this, it
has an ethereal quality to me, considering the spiritual nature of how these human-made objects can
be considered sacred.

Over the years, I've heard many stories about how the jingles mimic the sound of water, how the
sound could heal you, and how when women would put on the dress, they would enter a healing
state and the dress would create ripples of healing vibrations. More recently, | was at a performance
with some elders that | look up to, well-known men in the tribal culture who go around and do a lot
of storytelling and sharing of knowledge, and one of my uncles asked me, “Have you heard the real
story? It's not told that much.” | said | wasn’t sure. And this was the story he shared:

The Jingle Dress Dance came to be during the 1918 influenza pandemic in the Great Lakes area,
from the Anishinaabe people, who many know as the Ojibwe. A lot of people were dying. A young
girl fell very ill, and her father, who was a medicine man, sought visions for guidance on how he
could heal her.

He had a vision where he was brought into the Northern Lights by the spirit people. And they gave
him a gift: the sound of the Northern Lights. When the medicine man emerged from his vision, he
knew that this sound must be given to the people. He knew that women were to make this sound,
that they were to make garments with materials and objects attached to them that would mimic the



sound of the Northern Lights. When they danced, it would heal people, and the dancers would
become vessels for healing. So the dance is a healing dance. The whole idea around the jingles is
that they are a healing object. Which is so interesting because when scientists today study the
sounds emitted by the Northern Lights, they have a healing frequency.

MW: Have any other disciplines influenced the way you dance?

ARE: Music has always been an inspiration. | love music, all kinds of music. When | started dancing,
| realized the importance of good musicality. There’s a lot of mathematics involved in dance and
music. I'm not good at math, but I'm good at rhythms, good at staying on beat. I'm good at
understanding the journey of a song. When | started dancing as a Contemporary Jingle Dress
dancer, | learned how to break down my movements.

This is also how | learned the powwow songs. Some of the songs contain a bit of Native language,

but they mainly use loose phonetics. So you're riding a wave because our drum beats are repetitive.
They don't really change throughout a song. And because our beats are so repetitive, you can really
play around with the harmony of the voices. | started making my dance moves curve with that. Most
dancers don’t do that. | don’t think many people even understand it.

| also started making my steps take longer. While most dancers would complete a step in one count,
| would repeat it for sixteen or eighteen counts. | would travel far doing the same step, then turn and
repeat it for the exact same count in the other direction. So, | was matching everything, balancing
everything out. | wanted my dancing to make sense. Music has taught me how to break down a song
and how | want to dance to it. You can figure out the theme or structure of a song, then build your
dance around it. | don't think a lot of powwow dancers do that. When | teach powwow dancing to
youth, | teach them this approach because most dancers don't. If you really want to be a competitive
powwow dancer on the circuit, you need to learn how to break the music down. | draw influences
from all kinds of different music and dance styles and bring them into my jingle dancing.

MW: | first started working with textiles, and blankets in particular, because | was interested in how
the act of acknowledging a person by giving them a blanket is something that is practiced not only in
my family and community but also in other Native communities. It is a kind of newer tradition that’s
held in common. | wanted to use a material that has this conceptual component because | knew it
would, for a lot of Native people, communicate something about shared history.

But then | quickly realized that not just Native people, but all humans, have strong relationships with
blankets and our stories are constantly imprinting on them, both physically and metaphysically.
Blankets receive us into the world, and in many ways, we leave this place in a blanket too. | realized
that blankets are markers for memory and story.

| was drawn to the tin jingles because they are part of a healing dance, but also because of the way
light bounces off them. Humans have long had a preoccupation with shiny objects, and in this way, |



think we have something in common with trout, who might jump at a glint breaking the water’s
surface, or magpies, who steal things to hide in their nests. This is perhaps one of the reasons why
Native people take such pride in dressing up in their finest regalia. Jingles call to us in a similar way.

There is also an aspect of community to jingles. It takes at least two or three jingles side by side to
make a sound. You can’t have a lone jingle; it's about what happens when they are together. There
are so many compelling things about this material. Jingles also embody what | love about Seneca art
and culture and, more broadly, Indigenous art and culture. They are tactile and multi-sensory,
engaging you both sonically and visually.

ARE: | remember one of our past collaborations, at the Peabody Essex Museum, where a blind
person attended. He said he loved being able to hear and feel what was happening. At other art
shows, people can tell him what it looks like, but he can’t fully experience it himself. He really loved
the jingles because he could touch them and hear them. Because of the sound of my dress and the
changing rhythm of the jingles, he could sense where | was and that the steps were changing. |
thought that was so cool, and he was very excited about it. That was the first time someone
approached me to share something like that.

MW: Yes, absolutely. It's not even just what you heatr; it's also the energetic experience. A lot of
Indigenous art is expressed in this multi-sensorial way, but that is not necessarily the experience
people have when they go to a museum where art is placed in cases or hung on the wall. So part of
my goal was to make work that really embodied what art is according to my understanding of our
community and the wider world.

ARE: | love that. | love what you said about blankets, too, because it reminds me of my mother.
She’s a spiritual healer, and she talks about stones and shells, their different properties, and how
they choose their owners. There have been times when I've lost a good stone, and I'm like, “Dang it,
I lost this stone. It's my favorite stone.” And she’s like, “You know, it was ready to move on to the
next person.”

Pendleton blankets come from Pendleton, Oregon, where we are from. They hold great importance
for us here. Other nations have woven or quilted blankets, different kinds of blankets, depending on
where you go. And like you said, you arrive in a blanket, and you leave in a blanket. We even bury
our horses in Pendleton blankets. We always have. Across the nation, you are given a Pendleton
blanket as an honoring, a special gift. My mother always said that blankets choose their owners as
well, that there is always a purpose. They also provide the person with a sense of security. So | think
it is beautiful that you chose to work with blankets and to sometimes attach tags that have
something written about the people they came from.

MW: Stories are very important to me. My mom worked in Indian Education for many years, and it's
humbling to hear from my parents about how resistant | was as a teen to attend her story circle
program. | never got out of it, but | didn’t want to go. But now storytelling is such a huge part of my



work, and the concepts she taught me, like how a circle can always expand to include more people
and everyone’s voice is equal in a circle, have become integral to my practice.

Speaking of storytelling, | found it fascinating to look through the photochromes in this exhibition,
which were used at the turn of the twentieth century to enchant and entice people to come west. If
you could teleport back to that time, what would you take images of? But maybe we wouldn't try to
entice people to come west [laughter].

ARE: For me, it would be the volcanoes. I'm so drawn to them. They have so much power, and also,
they create our landscape. They say that the land here is young. It's still forming itself. That is one
thing | love about the Northwest—all the volcanic history that has created beautiful waterfalls, rock
features, and some of the most amazing landscapes. I'm so proud to be from the Northwest
because of the landscape that we have here. I've flown over the volcanoes and seen them hundreds
of times, and each time, | still take photos like a tourist. How about you?

MW: Definitely the mountains, which are really volcanoes. And, of course, the bodies of water like
lakes, rivers, and ocean here are amazing. I'm drawn to how reflective water is. It's shiny and mirror-
like. You can see the trees and the sky reflected in it. That is something | love about this area.

And also the cedar and redwood trees. | think many more existed than the ones we see today. I'm
thinking of trees that are hundreds of years old and have giant trunks—the ones where, if we tried
measuring around them with outstretched arms, it would take many people.

In our tribe, we recognize the teaching of Seven Generations, which says that our actions today
impact the next seven generations, and that our present is shaped by the actions of the past seven
generations. | think this teaching exists in part to remind us to be thoughtful stewards of our
relationships with each other, animals, and the earth.

This also resonates with a piece | am working on with the Forge Project called Chords to Other
Chords, which imagines the words “TURTLE ISLAND AND” stitched in giant neon letters and
positioned in Indigenous spaces. Amplifying this phrase invites viewers to say it and affirm
something important to myself as a Seneca woman, other Haudenosaunee people, and other
Indigenous communities with Turtle Island stories, and more expansively, all tribes and people who
have adopted this phrase as a way of talking about North America and/or the planet Earth. Even for
people unfamiliar with the phrase, | think the words “Turtle Island” are visual, poetic, and thought-
provoking. | like the idea of people taking the time to look it up and educate themselves. | also
wonder if, by learning more about Turtle Island, by calling it by an Indigenous name, people might
begin to change how they steward their relationships to this land. | am curious about what the
phrase “Turtle Island” means to you.

ARE: To me, it's always meant our foundation, the soil we stand upon, and how it's connected
throughout our continent. And how our earth is Mother Earth. Growing up, people would talk about



Turtle Island being Indian land and the soil that we come from and are a part of. Seven Generations
was something we learned about from the great Iroquois Nation. It was their philosophy, but every
tribe lives by it, even if they all have different names for it. It reminds us that we all have a
responsibility to be impeccable with our word and with our balance, that everything we do ripples
into the future. We have to think of ourselves as belonging to each generation; you're a member of
the first generation, and the middle, and the last. There’s a responsibility within each link of that
chain.

When | say it’s about being impeccable with your word, | mean protecting our resources. Native
people are all about protecting their resources. But how can we protect our resources if we don’t
first protect our relationships with one another, our bodies, and our communities? It is all
interconnected. We have to protect our bodies and minds first in order to be able to protect what's
outside of us.

The jingles are part of this. The jingles called us, and we are responding, and our response has an
impact on others. You followed through with your vision to make these works. They look like spirits
themselves, and they bring people together to witness them. It’s really powerful when you invite
jingle dancers to bring the sound and movement of the sculptures to life. It draws emotions out of
those present. | wish more people could experience it.

MW: I'm so honored to be able to have this continued dialogue with you, between not only your
dancing and my sculptures, but also our experiences and teachings.

It's so important that when people talk about representing Native stories, like those related to the
Jingle Dress Dance and those told through the photochromes in this exhibition, Indigenous people’s
voices are foregrounded. But it’s also important that people understand we are individuals and not
just spokespeople for our communities. Historically, the stories that have been broadcast come from
American history books and not necessarily from the voices of Native people, and each of our
stories is incredibly different. The Native experience has often been romanticized and generalized,
without much acknowledgement about what it means to come from different tribes. There is a
tendency in American and Western culture to assume that Indigenous experiences are all similar,
but they are unique to each person within each community, and then we have these overlapping
spokes, like the Jingle Dress Dance, that connect us.

ARE: The lJingle Dress Dance has become such a universal dance and one of the most well-known
in powwow culture. It is also still used to this day in the Great Lakes area as a medicine dance. The
jingles call people. People always say that jingle dancers dream about being a jingle dancer first. |
know | did. | wanted to be a jingle dancer even though the dance wasn’t necessarily from my tribe.

MW: Can you share more about how you got started dancing in powwows? Were other people in
your family dancers?



ARE: We used to dance at the longhouse powwows growing up, but we were not necessarily a
powwow family. My mom and dad owned an auto body business, so we didn't really travel like most
people did on the powwow circuit. We had a shawl and a wing dress, and we would dance either
fancy or traditional. When | was six, | got caught in a fire, which burned half of my body. It was
extremely traumatizing for me and my family, and | kind of just stopped doing things. After the fire, my
dad started drinking, and he passed away two years later, on my eighth birthday. | was his baby, and
he was devastated. This was in the eighties, and there weren’t the resources that are available
today. I'm not sure he would have used them anyway because he was from the era of boarding
school survivors that didn’t trust doctors. He caught pneumonia and had cirrhosis. My mom had left
with me and my sister, and he passed away about two months later. Afterward, everything entered a
downward spiral. My sister and | began rebelling.

Before | started jingle dancing, | had completely stopped dancing, but | would go to the longhouse
and to powwows just to check it out. | was so drawn to the jingle dancers and how brave they were
to be out there on the dance floor without being nervous that people were watching. This was
something | always noticed because | was such a shy person. There was this one jingle dancer
named Jennifer Young Bear. She was a contemporary jingle dancer. It was just so incredible
watching her dance. Your body would tense up, and you would start moving in rhythm with her. She
had so much footwork, and head movement, and body movement. She inspired me to become a
dancer.

My sister had won a jingle dress in a raffle, and she gave it to me. Our house was being remodeled
at the time, and it was empty. So | would go there in the evenings and watch VHS tapes of Skitson,
which was the championship powwow back in those days. It took place in Hartford, Connecticut. All
the champion dancers were on those tapes. | started just looking at the ones | liked, and | would
dissect their moves and practice them over and over and over and over.

That’s how | started jingle dancing. | taught myself through videos. | hadn’t actually participated in a
powwow Yet, | had just been practicing. I'm a Libra, so it takes a lot for me to actually get out and do
something. | have to have practiced or researched it first before | go do it. At a certain point, | was
finally ready to dance, but | was still too nervous.

Then my sister got me a jingle dress for Christmas. When | opened it, | was so excited, but then |
was like, “Oh crap.” She said, “There’s a Christmas powwow this weekend. The families are alll
going to be there to look on.” That meant they were going to come and watch. And | was so
nervous. | didn’t want to do it. | was like, “Oh man, | don’t have feathers. | don’t have a choker.” But
my sister said that they were going to make sure | had everything | needed to dance that weekend. |
got my hair braided, put my whole regalia on. | was over at the longhouse powwow getting ready to
go into Grand Entry, and | remember wanting to make up an excuse to get out of it. | was just so
nervous.



Then | stepped into the arena and started dancing, and | remember feeling a long sigh of relief. It
wasn't as nerve-wracking as | had thought it was going to be. And there | was dancing into the
circle for the first time since | was a kid. | started crying while | was dancing. No one could see, but |
was in tears. That was my first time stepping foot into the arena as a jingle dancer. And it was at my
own local tribal longhouse. | remember feeling this sense of pride because afterward everybody kept
coming up to me saying, “Oh my god, we’re so proud of you! Oh, you look so good! Oh, we love
your outfit!”

They were all such beautiful comments. | had been rebelling, and | felt for the first time that | was
doing something positive again. It really changed my life and was one of the stepping stones to
where | am today. | had to take those first steps. And | knew how powerful it was. | cried.

MW: That’s a really moving story. It's incredible that your sister won a jingle dress and felt called to
give it to you. It has really shaped all the different threads of work that you’re doing in the world.

ARE: It has. Everything stems back to me finding my voice and my steps as a jingle dancer and
building a name for myself. Over the years, | gained respect as a dancer, so once | moved into
teaching yoga, | already had a solid platform of people who trusted and respected me. It really did
build a foundation for everything | do today. | learned a lot during those early years. | asked a lot of
guestions. My husband was big on sitting with elders. We sat with elders all the time. They were our
friends. | put in my time, and | feel like | have the right to do the things | do now. It's important to take
your time, to not want something too badly, but to wait for it to come to you.

MW: | appreciate how your work embraces tradition while also being trailblazing and modern. You
recently started to incorporate eagle wings into some of your dances. I'm so curious about how you
arrived at using them.

ARE: I've wanted to do the Eagle Dance since | was a teenager in the nineties, but it wasn’t
something that came from my tribe, or, if it did, it was so far back that it's lost knowledge. | knew
there were certain protocols around the Eagle Dance. You couldn't just say, “Oh, | want to be an
Eagle Dancer,” and then get the wings and do it. It took me a long time. Through all these years of
powwowing, I've been gathering the feathers.

| recently started my own program, and | wanted to get the eagle wings right away. So | flew to the
East Coast to sit with an elder named Boy Lad, who is someone you go to to receive rights for eagle
feathers. He’s from the Ho-Chunk Nation in the Great Lakes area, where the Eagle Dance comes
from. He’s also a good friend of mine, a war veteran, and one of the most knowledgeable elders. |
went and sat with him for three days, and he gave me rights and passed on a lot of knowledge and
history about the wings. He saw what | was doing and respected that | was trying to do it in a good
way. | really appreciated the time | spent with him. When | left, | felt like | finally had the right to have
these wings.



MW: When | see you with the wings, it's almost impossible not to place you up there with the
eagles. The dance connects you to the sky. I'm also very aware of your footwork. There’s this
gentleness of the feet, like you're dancing on your mother. I'm very preoccupied with the space
between earth and sky, which is why the sculptures are suspended. In the Seneca and
Haudenosaunee creation story, Sky Woman falls from the Sky World to Turtle Island. | think the
connection between earth and sky is important to a lot of Indigenous people, and | see it when |
watch you dance.

ARE: That's beautiful. Thank you for saying that. | feel that when | dance. | lift a little higher when the
drum beat starts.

This conversation took place on November 10, 2025. It has been edited for length and clarity.
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