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Abstract i

Abstract

The meaning of Ojibwa crafted objects within their cultural horizon is
explored through interviews with Ojibwa crafts people. Transformative
philosophy is used as a method to bridge the profound gap between
Western and Ojibwa world views. David Abram's work in
phenomenology supplies the philosophical content needed for
culturat shift. Two life-worid layers are identified: the deep life-world,
shared by everyone, in which perceptual reciprocity forms the
webwork of interconnection; and the cultural life-worids which
overiayer the first. Ojibwa crafted objects are seen as animate beings
within the spiritual matrix of the life-world. Further, they carry Ojibwa
traditional cultural meaning. The artisans work in a mode of spiritual
awareness to craft, to create, spiritual and sacred objects.
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Prelude—An Object
Woman’s Drum

Today began my life. The soft regular beat of the deer-hide covered stick on the
tightly stretched hide. My gestation period was long and done respectfully,
carefully. Tobacco and prayers were given to the spirits, the deer, the tree, to all
the presences which have come together to make me. In quiet, in thought, in
love, | was fashioned by the hands of the woman who now holds me. She was
not distracted as her hands worked; she focused on bringing together all the
spirits into my being. Her spirit flowed into the work binding the parts into my
uniqueness.

| am made of the wind that rustied the grasses as this deer moved through the
field. Of the plants on which this deer grazed. | am the deer bounding, white tail
flashing. Of this | am made.

| am made of the grouse and squirrel perched in this cedar tree. Of the earth
anchoring the roots. Of the sigh of air moving about and through it. | am the
wood. Of this am | made.

| am the stories of the deer and the cedar tree. | am the stories of the drum. | am
the symbol painted on my hide. This is what | am made of.

| am crested in peace and love and respect. And now, as | speak with the voice
| have been given, | puise with the sound of creation. The heartbeat, the rhythm
of all creation. | am the continuing beat of life.

K A’Ulerio



Boeomln‘ Orientad 1

CRAFT, RITUAL, AND WORLD VIEW:
Ojibwa Ontology through Transformative Philosophy

Chapter 1:
Becoming Oriented

-

Introduction

In the spring of 1985, | was introduced to the Native Philosophy Program at Lakehead University
by Dennis McPherson, then Chair of the Indigenous Leaming Department. | had been frustrated
by concepts articulated in the Environmental Ethics class | was taking at Northland Coliege, a
small environmentai/liberal arts coliege in northem Wisconsin. In particular, the concept of
“person” was problematic. Then | heard Professor McPherson speak on our local Ojibwa radio

f station, WOJB. He was talking about the program at Lakehead and the differences in world view
. between Westem and Qjibwa culture. | was intrigued and called him. Would there be answe*s
~ to my questions from a different culturai viewpoint?

Although | didn’t start the program that fall, | did enroll for an independent study course
in philosophy at Northiand and attended the First Aboriginal Peoples’ Conference at Lakehead.
The first session of the conference remains imprinted on my mind: Meyer and Ramirez talking
about Wakan Tanka, McPherson and Rabb discussing their book, /ndian from the inside, and
Overhoit and Callicott's work. | was agog. | remember asking a question which must have been
quite elementary, since other people seemed to be completely aware of other-than-human

 persons. | went home excited and enthusiastic about my independent study. The next year, | was
accepted into the Native Philosophy Program and began attending Lakehead for the 1996-97

school year.
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Becoming Oriented 2

When | originally spoke with Professor McPherson, he smphasized the need for Native
peopie to speak for themseives, the need for understanding to form a bridge between cultures,
and that one could not superimpose Westem concepts on Native thought.! Through this process
of understanding, | have been brought back to the potentiality of some Westem concepts for
changing our Westem view of the human relationship to the rest of the life-world. Through both
Native and Western thought, | have been able to find ways to understand more deeply certain
of my own experiences, for which Western philosophy has no vocabulary. This process is
allowing me to develop a changed philosophical underpinning to my daily life.

Doing this thesis has, in addition, given me the opportunity to explore several other
related areas of interest The Ojibwa artists’ relationships to their materials, the way they collect
them and the way they work with them, gives me insight into environmental philosophy. And as
a craftsperson myseif, my own work has taken on greater meaning to me.

Lastly, my thesis has allowed me to develop a deeper understanding of the place where
| live. In 1989, | moved north from Chicago to Bayfield, Wisconsin, on the Bayfieid Peninsula in
Lake Superior. My new home was a hand-built log cabin in the middie of eighty acres of woods
and apple orchard. Two Ojibwa reservations are in the area: Bad River and Red Cliff. People
toid me the area was very spiritual. I'm not sure the people who toid me that meant it is spiritual
just for Ojibwa people or for everyone. Be that as it may, | didn't think | had had any “spiritual®
experience related to place.

On one occasion, however, when my sister's family was visiting, we took the ferry from
Bayfield 1o Madeline isiand and visited the old Ojibwa cemetery there. We had been wandering
around reading the gravestones and one in particular caught our eyes. It was hung with some
bright red cloth and feathers. As we were all leaning closer to read the inscription on the stone,

'| use the terms “Waesterner,” "Euro-American,” and “non-Native’ to designate myse¥f and others of
Europesn descent, and “Western® and Euro-American” to refer to our culture.
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a chickadee, who had been on a nearby bush, darted through the hanging cloth and feathers.
its movement was so aggressive and startling we all jumped back. There was a moment of
knowing without verbalization among us that the bird was telling us we were too close, that it
was protecting the offering.

These things have puzzied me. How can peopie live in the same location and have such
evidently different perceptions of it? This thesis has given me the opportunity to look for an

answer. .

The Study

As a crafisperson my orientation is visual, tactile, and practical. Imagery, color, design,
and structure predominate in my thought processes. Most recently | have been learning to work
with fleece. As | sort, lighty wash and dry the recentiy-shom fleece, | begin to feel its character.
A coarse-fibered shimmering grey and tan spins up into a hefty yam, ready to do work, but still
beautiful. A finely-textured white fleece will spin up into delicate strands. Whatever the crafted
product from these fleece, | will try to weave something which is visually enticing and touchable.
The warp, upon which the structure is built, may no longer be visible, but one knows it is there
hoiding together the final design.

in doing philosophy, | remain concemned with structure and design, and with the often
unnoticed concepts upon which our daily lives are built, i.e. our world view. This thesis is
constructed in a particular way; it is itself an exercise in transformative philosophy.
(Transformative philosophy will be discussed in Chapter Two.) This will facilitate an
understanding of the words of the Ojibwa artists in Chapter Three, as weil as more awareness
of implicit concepts within Western world view.
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Becoming Oriented §

Fundamental Considerations

Study of indigenous philosophy within the field of academic philosophy is still quite new
and there are fundamental considerations to be addressed. | will note several here briefly:
philosophy and world view, the potential for bridging the radically different Western and
Indigenous world views, purpose for attempting to do so, and, finally, appropriate method.

Worid View as Philosophy
In The Sacred, Beck and Waters (Navajo, writers) quote Alfonso Ortiz's (Tewa,
anthropologist) definition of “world view":

The notion “werid view” denotes a distinctive vision of reality which not only
interprets and orders the places and events in the experience of a people, but lends
form, direction, and continuity to life as well. World View provides people with a
distinctive set of values, an ideniily, a feeling of rootedness, of belonging to a time and
a piace, and a felt sense of continuity with a tradition which transcends the experience
of a single ifetime, a tradition which may be said to transcend even time. (Ortiz 1973,
91; Beck and Waters 8)

Further: “A world view—provides a people with a structure of reality; it defines, classifies, and
orders the ‘really real’ in the universe, in their world, and in their society” (Ortiz 1971, 136; Beck
and Waters 6). We can understand discussion of worid view, then, as a branch of philosophy.

Viola Cordova (Apache, philosopher) in an article entitted “Doing Native American
Philosophy,” says that the “real task of philosophy is to search for [certain] very basic notions.
This is done ... through an attempt to discover some essential descriptions or definitions of the
world and of the human being in that world” (1996, 15). She suggests that the question to ask
when looking at Native American myths and stories, or in speaking with Native Americans is
“What is everything, really?” She also advises that the

philosophical exercise of questioning and analyzing the offered “data” [e.g. stories,

myths] should not be undertaken with preconceived notions. Native American thought
should not be approached as an archaic form which sheds light on contemporary
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humans of European descent. it should be approached as a complete, aiternative
explanation for the worid and for human nature. (15)

Cordova believes that it is Native Americans themseives who should articulate indigenous
philosophy (18).

| noted above that Hester and McPherson define philosophy as the “thoughtfu! interaction
with the worid.” As to who is a philosopher, “[n]o one goes through their entire life without at
times reflecting upon the world. Some people spend almost their entire lives engaged in this
activity. Every nation in the worild has had such people. These are their philosophers” (9). We
see in both these approaches to philosophy that we need to seek meaning from within the
“siternative explanation for the world."

In calling my study Craft, Ritual, and World View, | am seeking to understand elements
of Ojibwa ontology in how the Ojibwa craftsperson interacts with the world. My use of “Ojibwa
Ontology” in my subtitie recognizes (Euro-American anthropologist) A. irving Hallowell's
contribution to my work. In his article, “Ojibwa Ontology, Behavior, and World View,” he focuses
on the Ojibwa concept of “persons,” having first noted that the human person is cognitively
oriented to a world in which the objects other than seif are

likewise culturaily constituted, [presenting] a unified phenomenal fleld of thought,
values, and action which is integral with the kind of worid view that characterizes a
society provided for its members. ... there is “order” and ‘reason” rather than chaocs.
There are basic premises and principles implied, ... We are confronted with the
philosophical implications of their thought, the nature of the worid of being as they
conceive . (20)

Halloweil calls this “reiatively unexpilored territory—ethno-metaphysics® (20). Mary B. Black-
Rogers (Euro-American, cognitive anthropoiogist) followed Hallowell in this area. in one of her
articles, “Ojibwa Taxonomy and Percept Ambiguity,” she further explores the Ojibwa perceptual
worid, particularly the differences between individual perception within the world view.
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[individuals] dispiayed the typical tendency to speak only for themseives and of the
things they had known through experience. The experience of each individual being
different, and aiso private, they expiicitly anticipated that others’ accounts would differ
from their own, even on factual and cognitive matters. ... This tendency, coupled with
beliefs about the objective reality of certain private sensory experiences, yields an
expectation of individual diversity of perception ... (91)

Both Hallowell and Black, working within an anthropologica! framework, were particularly
conscious of the need to understand the Ojibwa world view from an Ojibwa perspective, while
stili recognizing the difficulty in doing this. They introduced me, not only to the difficulties, but to
a different perceptually-structured world.

Bridging Radically Different World Views

itis clear from statements made by Native Americans that there are fundamental, if not
completely incommensurate, differences between Native American and Western world views.
(I discuss this in more depth below in “Articulating the Difficulties.”)

For instance, Vine Deloria, Jr. (Lakota, philosopher), in God /s Red, the 1994 revised
edition, dramatically describes the great disparity between Native peopies and Euro-American
(or as he identifies them, the “peoples from the near East—the peoples from the Hebrew,
Islamic, and Christian religious traditions”).

| suggest ... that we have on this planet two kinds of psople—natural peoples and the
hybrid peoples. The natural peoples represent an ancient tradition that has aiways
sought harmony with the environment. Hybrid peoples are the product of ... ancient
genelic engineering that irevocably changed the way these people view our pianet.
| can think of no other good reason why fthese people] first adopted the trappings of
civilization and then forced a peculiar view of the natural world on succeeding
generations. (2)

Whether we should take this view literally or figuratively, | don’t know, but it suggests, wrongly
| think, that Euro-American people may not be innately capable of understanding Native world

view.

g
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We are offered a different option by Michael Dorris (Modoc, historian) in an essay on
writing Native history. He points out that the Euro-American, in an attempt to understand Native
culture starts from “not zero, but minus ten” and must undergo “an initial, abrupt, and wrenching
demythologizing. ... and is often required to abandon cherished childhood fantasies of super-
heroes and larger-than-life villains® (103). However, once beyond the Westem stereotype, if we
understand

that indian societies were composed of people of the normal range of intelligence;
that human beings qua human beings, where and whenever they may live, share
some fraits; that Indians were and are human beings—then we have at least a start.
(104-05)

Dorris aiso argues that:

native peopie have had to cope, for the last 40,000 or so years, just like everyone
eise. Their cuitures have had to make internal sense, their medicines have had to
work consistently and practically, their philosophical explanations have had to be
reasonably sstisfying and dependable, or eise the ancestors of those we call indians
really would have vanished iong ago. (102)

If Western and Indigenous peoples share the commonality of being Homo sapiens
sapiens, we should have the same apparatus with which to engage the world, i.e. we are not
two different species. Therefore, we should have the ability to develop cross-cuitural
understanding, if we have had the appropriate experience.

In Indian from the Inside: A Study in Ethno-Metaphysics, McPherson and Rabb
(Ojibwa and Euro-American, philosophers) propose a “polycentric perspective” as a
philosophical base for doing ethno-metaphysics (the study of world view):

[Plolycentrism recognizes that we finite human beings can never obtain a God's eye
view, a non-perspectival view, of reaiily, of philosophical truth. Every view is a view
from somewhere. ... Though none is privileged yet each culture's world view, each
different metaphysical system, contributes something to the total picture, a picture
which is not yet and may never be whoily complets. (10)
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Does this imply that we will or will not be able to understand cultures that are radically different
from our own? McPherson and Rabb argue that as it is possible for an undergraduate
philosophy student to understand ancient metaphysicians, “[s]urely it is aiso possible for any of
us to use these same skills to get inside the minds of people from a radically different culture
and to see the worid as they do, in other words to gain a sympathetic understanding of their very
different culture” (14).

in Chapter Two, | develop this position further. | suggest that both Western and
Indigenous peoples share a common life-world. Cuitural world views are derived from and
overiay the common life-world. If we all have the same initial inherent ability to experience this
life-worid, and if we make the effort to understand how the other culture engages this life-world,
we should be able to begin to understand the organizing principles of the other culture, although
specific cultural knowledge and expressions may be less accessible to us.

Why Western/Native Cross-Cultural Understanding?

With the imposition of Westemn culture upon Indigenous cultures, understanding the
Western becomes aimost a necessity for the Indigenous person’s survival. Native people have
had to deal with the disruptions caused by imposition of reserves or reservations, legal
definitions of their identity, forced ‘education’, reorganized tribal structures, changed daily living
pattems from diet to healith care to weifare, etc.

But understanding Native culture is not an apparent necessity for a person bom into
Western cuiture. Euro-American peopie have the luxury of dabbling in Native cuiture on a
superficial level, for example, participating in appropriated ‘rituals’, portraying stereotyped
‘Indisns’ in film or story. (See Churchill for particularly pointed discussion of this topic.)

However, Native Americans have indicated quite serious reasons why Westem people
should engage in study of Indigenous culture. Joe Rose (Ojibwa, teacher), who has participated
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in this study, often speaks of the teachings the Ojibwa hold and the importance of these
teachings for everyone, not just Native peopie. And, as expressed by Viola Cordova, Westemners
need to study different cultures “in order to leam about other means of adapting to the conditions
that the planet offers ... “(1997, 36).

With his installation, Regeneration (see Chapter Three), Louis Ogemah addresses what
he calis the “disease of colonization® and the healing process needed for both Natives and Euro-
Americans. Louis is saying that the colonizing attitude is a component of Euro-American worid
view and is destructive not only to those whom it is imposed upon, but to the carrier as well. By
becoming aware of the juxtaposed Native and Westem aspects of colonialism, one may be able
to see its enactment in other ongoing ways.

The imposition of a particular world view on others (i.e. humans, animals, place, etc.)
through the use of power can be seen in such actions as withholding political seif-determination
from Native communities, dumping toxic wastes into the earth, patenting natural-occuring
botanicals for development. The pattern of all these actions is a component of Westemn world
view which may be brought to awareness when one leams more about Native world view.

Those of us who live on the “spoils of conquest’ (Hester in conversation) can leam about
and from the people we have affected and deveiop a deeper sense of responsibility to them,
ourseives, and the places we now all inhabit. Gerald Vizenor (Ojibwa, writer and philosopher)
uses a quotation from D. H. Lawrence to introduce a chapter in The Peopie Named the
Chippewa: "A curious thing sbout the Spirit of Place is the fact that no place exerts its full
influence upon a new-comer until the old inhabitant is dead or absorbed® (13). Let us not prove
Lawrence correct.

Are There Appropriste Methods for Western/Native Cross-Cultural Study?
The issues raised by the Native philosophers whom | discuss in this section address two
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basic points. These points are applicable in whatever field one is working: philosophical analytic
research, archaeology, art history, etc. These two basic issues are that one should consult
Native people about their own history and contemporary culture, and from a Native perspective
there are not pre-colonial and post-coionial ‘Indians’. There is continuity in Native cultures in
spite of suffering disruption from colonization.

In other words, one issue is that Western academicians tend to rely on work done by
other Western academicians; they aiso prefer to consult historical documents written by Euro-
Americans about Native people, rather than talking with Native peopie themseilves. In a class
discussion about archaeology, Viola Cordova described the white archaeologists who come to
the Southwest U.S. and “invent” theories about the Ancient People. She laughs at what they
“discover” and says,"Why don't they just ask us?*®

In a similar vein is Hester and McPherson's concluding suggestion: “The Indigenous
person engages in philosophy by thoughtfully examining the world. The outsider examines
indigenous philosophy by thoughtfully interacting with the Indigenous philosopher” (9).

In regard to the second issue, Cordova notes that Western scholars tend to make a
distinction between the “pre-colonized Indian® and the contemporary “Indian,” as if the only “real
indian® were the pre-colonial, “uncontaminated” one.

The value systems and ideas of contemporary indigenous people are not sought out;
these are the confaminated sources. Contemporary Native Americans represent a
perverted form of the original “noble savage,” ... The present “poliuted” stage of
contemporary indigenous groups is credited to postcolonial contact.

The easy dismissal of contemporary Native Americans as sources of
information conceming their religious beliefs, their value systems, and their sttitudes
toward their worid allows those who would present Native American ideas or
“philosophies” for examination o avoid any possible checks on the authenticity of such
interpretations. (1997, 31)

5411: Methodology, Lakehead University, Thunder Bay, Ontario, 1896-07. Also see
Cordova's articie “Ecoindian: A Response to J. Baird Callicott.”
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In respect for these concerns, | chose to talk with four contemporary Ojibwa artisans
from the area where | live on the Bayfield Peninsula in northem Wisconsin, and one artist from
Ontario. Clustered around the Bayfield Peninsula are the Apostie islands, one of which is
Madeline Isiand, site of the historic Ojibwa village of La Pointe. Two of the artists | interviewed
are from Red Cliff and two from Bad River. The fifth artist is from Lac Seul, Ontario, northeast
of Lake of the Woods (see Figure One). Vizenor's comments about Place aiso influenced my
decision to interview people whose history in the area goes back hundreds of years.

Articulating the Difficulties

The hurdies one might encounter in such a cross-cultural study seem formidable with
language, conceptual framework, and styles of reasoning foremost. The Ojibwa and English
languages are from different linguistic families, and, whether communication is in English or
Ojibwa, there is the potential for different meanings to be given to the same word depending on
whether it is being used by a Western or an Ojibwa person.®

Meyer and Ramirez (respectively Euro-American and Lakota, philosophers) in a paper
discussing the difficuity for Westem understanding of the Lakota/Dakota concept of Wakan
Tonka, say that “to have a perspective at all, one must think within some conceptual framework”
but that framework may be so different from another that it will be impossibie to understand one
from within the other. They point out that “a problem of relativity might be overcome insofar as
there is a ‘style of reasoning’ shared by members of the society, which could, in principle, be

“The problem of cross-cultural language meaning is expiored in Matthew Zieske's Master's thesis
topic Bridging the Language Barrier: The Concept of Autonomy as a Case Study. Zieske is in the Native
Phiosophy Program at Lakeheed University.
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Figure 1. Map—Location of Southwestern Ojibwa (Johnston 1976, 10)
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learned over time by someone from outside® (103).

This indicates that we may not be faced with the incommensurability of single words or
concepts, but with compiete “styles of reasoning’ between Western and Ojibwa cultures. For
instance, Gerald Vizenor in his story “Oshkiwiinag: Heartlines on the Trickster Express” identifies
“natural reason on the heartiines” (256) as his Ojibwa characters’ style of reasoning, and ‘the
bungee lines of reason” for “the others, the educated canons® (246). | mention this, not to deive
into Vizenor's meaning here, but because it should give us a clue that we're on two different
trains of thought. Whether these hurdies can be overcome remains to be seen in the attempt.
However, being aware of the problems we may encounter allows us, at least, to prepare.

For example, as | worked on my analysis of the transcribed oral interviews, | began to
notice a particular area of difficulty. This was a nexus of meanings around the words *spirituai’
and “spirit” The artisans seemed 1o use the words in a variety of applications, meaning different
things at different times. And these meanings did not seem to coincide with my Westemn
interpretation of the words. | began to think that one of the uses of *spiritual® was what | had
sometimes experienced as a “different’ awareness for which | had no name. | suspected this
might be similar to what W. T. Stace calls “extroverted mystical experience.” ‘[Tlhe extrovertive
mystic, using his physical senses, perceives the multiplicity of external material objects—the
sea, the sky, the houses, the trees—mystically transfigured so that the One, or the Unity, shines
through them” (61).

This introduced a difficult problem from my point of view. For the Ojibwa people talking
with me, this particular mode of consciousness was not considered unusual, but, rather, an
inmagral component of being, a mode of awareness and thought utilized in various ways and on
many levels. But “mysticism" is not usually accepted as being within the reaim of Westemn
philosophy.

r——-
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Atthis point, | was introduced to John Taber’s work on transformative philosophy.” His
stated purpose is “to establish the transformative pattern as a distinct type of philosophy” (3).
The pattern Taber describes for transformative philosophy can “provide a principie of
interpretation” (95), a framework which seemed appropriate for this study. The components of
transformative philosophy are an experience (often preconceptual) of wider consciousness, a
method with which to develop this wider consciousness, a body of knowiedge “which constitutes
the main topic of the system and articulates the experiential component,” and “transformation—a
dramatic and thorough rebirth resulting from this insight” (85). The ‘term ‘transformative’ is
meant to characterize a certain relation between the statements of a philosophical system and
experience. it has nothing essential to do with the specific content of those statements® (96).
Where Meyer and Ramirez describe a “Gestalt shift’ needed in cross-cultural understanding
(105), transformative philosophy can provide a specific framework for the process. (See
discussion in Chapter Two.)

Why Not Western Philosophy of Art?

Now that we are aware of some of the hurdies we may face, can Westem philosophy
of art provide a starting point from which to understand the meaning of Qjibwa crafted objects?
Very briefly, | will mention a few approaches.

Since Aristotle, “art’ and “craft’ have been considered (until recently) two different types
of activities and objects. We might sort the artisans here into people who produce craft and
those who produce art. “Art” would be the higher form—"pure” art for its own sake distinguished
from “craft’ which would have been envisioned and “crafted” with a utilitarian purpose. Some
philosophers of Western art discussed, for example, the sesthetics of fine art, relegating the

Dr. Rabb, my advisor, and Professor McPherson have written several articies exploring the
muws:1mm " stive philosophy to the vision quest in particuiar, and Lakota and Ojibwa philosophy in
, B, C.
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crafts to a different, and less worthy, category. (See Collingwood for this classic approach.)®

Within the Westem horizon, there are now approaches to art other than the classic one,
e.g. Dewey’s Art as Experience, Dufrenne’s The Phenomenology of Art, or Baxandahl's The
Pattern of Intentions in which he considers the art object as evidence of intention. More recently,
Westem and indigenous crafts are often given the status of “fine” art and exhibited as such. The
objects are appreciated for their aesthetic qualities; they may be judged by the quality of their
craftsmanship. For instance, aesthetically, | find the webbing on a weil-made pair of snowshoes
extremely beautiful; | admire the skill and knowledge that was needed to produce them.®

if we were o use a Westem analysis in this study, we might categorize the artists’ work
by design or type. Or we might look at how their works relate to the linear history of the type.
Vastokas, for example, notes that Western art historians have generally ignored the study of
Native artifacts. Among the reasons she cites are: Native artifacts don't fit into the European
context, “many have not yet been identified as aesthetic objects,” and many artifacts are simply
not accessible, because they are stored in collections. (10-11)

Here, | refer back to McPherson's comment that we need to be careful not to apply
Western concepts to Native thought. If we begin from within Westem philosophy of art, we
would be doing exactly what McPherson cautions against. The words “art” and "craft’ are not part
of the Ojibwa lexicon. Native use of the English words describes what these words mean in
English, i.e. “ar may be paintings prepared for galiery exhibits, “craft’ may be bead work or
tanning. There are Native arts and crafts classes at schools and colleges. But if we try to
eliminate these two concepts from our thinking, then we may begin to see what the Ojibwa
crafted object means within its own horizon.

'Since | begen this study, it has been interesting to me to discover, when | mention the word “craft,”
how meny people, philosophers and friends alike, think | am looking into how to make, for example, birch bark
baskets. The popuiar idea of craft seeme not to have kept pace with the academic philosophy of art.

%As an exampie, the Thunder Bay Art Gallery does & magnificent job in exhibiting the full range of “art
and craft” and Native and non-Native work.

E
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Looking at “art as’ something eise leads us into a similar problem; we are beginning with
the concept of “art,” classifying certain objects, and then attempting to describe how they
function “as” something eise.

These approaches are legitimate from a Western point of view and within Western
culture, but they are not necessarily applicable to Ojibwa world view. In this study, I'm not
concemned with how Westemers see Native arts or crafts, whether we find them aesthetically
pleasing, nor with our struggles in classifying Native objects. I'm interested in how QOjibwa
artisans see their own work; which ultimately will heip us understand how they see the world.
We must look at Native art in its own cultural context rather than trying to fit it into Western
criteria.

Notes on the interviews and Their Analysis

Because of their importance to this study, the interviews (in edited form) with Ojibwa
artisans appear in Chapter Three.® | include them in the body of the thesis because,
“teachings,” they form the core “truth” of this study. They are the hub around which this work is
oriented. in a philosophical analogy, | could say that they are the premises from which | have
worked. They are aiso included in this position within the text refative to their meaning in the
transformative process.

All the interviews or conversations were oral, i.e. not conducted in written format. In the
case of the one untaped interview, | orally recorded my memory of it the same day. If there were
conversation off the tape, | made written notes of it afterward. | then made full transcriptions of
the audio tapes.

For inclusion in the text, | have edited the interviews for & number of reasons: as full
ranscripts they are unwieidy; some of my own quastions and comments are intrusive in the flow

?As also noted elsswhere, the full unedited transcripts are on the compact disc for readers’ reference.

e
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of what the artist was saying; | did not refer to some of the discursive conversation; and in
reading, rather than listening, repetitive and overlapping conversational elements are distracting.
Throughout, | have made every effort to retain the voice of the speaker and not to alter the
meaning of what was said.

In trying to understand the content of the conversations, | did not limit myseif to, but did
stay generally within the hermeneutic modei. | circled from the interviews—the lived experience,
to my growing understanding, and back. My choice to interview artisans, of whom one is a fiute
maker and performer allowed me to bring to the interpretation my own experience as a
craftsperson and flute player. | hoped my basic understanding of the physical processes and
musical performance would be heipful.

Richard Paimer states that the “[e]xplanatory interpretation ... must be made within a
horizon of already granted meanings and intentions ... called preunderstanding (24)" He
continues, the interpreter “must preunderstand the subject and the situation before he can enter
the horizon of its meaning. ... a fundamental problem in hermeneutics is that of how an
individual's horizon can be accommodated to that of the work. A certain preunderstanding of the
subject is necessary or no communication will happen, yet that understanding must be altered
in the act of understanding” (25). | found that knowledge in the areas noted was helpful. At first
| worked in a very (Western) analytic manner, studying the transcripts, looking for themes,
commonalities, sorting into categories.

However, this was not adequats. My own experiences in the interviewing process were
very intense; the “concentration® of the people while talking to me seemed “different’—
particularty focused. What | came to realize was that during the interviews we were engaged in
a different type of awareness. (| don't believe this experience comes through in a transcription.)
This realization caused me to reassess how | had feit, what the “mood” was. Then, | decided
0 try 10 do what | was being toid about in the interviews. This, in tum, caused me to focus more
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closely on some o the topic areas, especiailymewuymouohtandldionfomexpeﬁeneeand
how they are put into the world. | don't believe that a strictly analytic study can access this
material.

Also, because of the importance of experience in the transformative process, | have
bracketed in a particular way. Within this study, | have identified certain of my experiences,
which seem 1o be illustrative of the process, and have, literally, bracketed them within the text.

When the interviews posed questions for me, | researched other material looking for
answers, supplementing the interviews. Some of that material is presented in the discussion in
Chapter Four. In addition, | elaborate on certain concepts, such as circularity and time, which
are mentioned but not explained in the interviews. As | worked, | realized it was necessary to try
to envision the pre-contact world in which Native crafted objects originated; | have included a
short discussion of this.

in Chapters Five and Six, | draw upon my own study to reflect about Ojibwa world view
and the meaning of the crafted pieces.
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CHAPTER 2:
Finding Common Ground

in beginning this study, | noted that there are fundamental, possibly insurmountable, differences
between Euro-American and Gjibwa world views. To address this | have organized this chapter
in three main sections. The first discusses transformative philosophy which | use as the
structural method to provide guidance from one world view to another. The second discusses
general cognitive/conative orientations of the two cuitures; this gives specific direction. Lastly,
to provide common ground both literally and philosophically, | present my interpretation of David
Abram’s work which he develops in The Spell of the Sensuous. From this context | can begin
to understand the meaning of Ojibwa crafted objects.

Transformative Philosophy

A philosophy can be designated “transformative.” Transformative philosophy describes
a movement in experience and thinking from one state of awareness 0 a wider consciousness. '’
John Taber's work examines Sartkara and Fichte whose philosophies exemplify the pattern.
Safikara relies on religious texts; Fichte on dialectic. Transformative philosophy itself is
contentiess. The contents of transformative philosophies will be different, but the pattem will be
the same.

Different cuitures whose philosophies may be described as transformative can be

"My discussion of transformative philosophy is besed on John Taber's Transformative Philosophy: A
Study of Serikara, Fichte, and Heidegger. in general, Taber uses the term “higher consciousness.” | have
chosen to use “wider consciousness” which, | think, is more appropriste to this study.
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compared, as Taber did with Sarikara (Indian) and Fichte (German). Also, Rabb and McPherson
have recently compared Lakota and Ojibwa philosophies in this way (1988b).

My use of transformative philosophy in this context differs somewhat from the above.
| am arguing that the process necessary to go from a Euro-American worid view to
understanding Ojibwa world view is a transformative process which fits Taber's description of
transformative philosophy. However., in this application, | am not describing one cultural world
view, nor am | comparing two. | am suggesting that transformative philosophy can be used as
a method. This thesis is also constructed in a transformative pattern designed to move from one
way of understanding to another.

1) A Preconceptual Experience

The thrust of transformative philosophy is movement toward, and change to, a wider
consciousness. it consists of several components: a preconceptual experience which the
individual may or may not be aware of. The person may iack awareness because he or she does
not have the necessary conceptual framework to identify and define the experience. Or, the
individual may be aware of having had some experience which is non-classifiable. This
experience ‘is a precondition for the intelligibility of the system* (Taber 95).

For example, after doing the interviews and reflecting on their content, | realized that
some of the times | have worked with fleece have been an experience of this type. At the time,
| experienced a complete involvement with the fibers, one could aimost say a communication
with them and literally saw them in a different light.

2) An Experiential Method
The second necessary component is an experiential method which will cultivate this
consciousness. Within a cuiture with 8 transformative philosophy, this will be an overt,
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deveioped method. For example, in Ojibwa culture, fasting, dreaming, sweat lodge, and vision
quest are accepted cultural methods which may lead to a transformative experience expressed
in appropriate cultural iconography. In my application, there is no Euro-American cultural
practice (which | am aware of) designed to facilitate this cuitivation. Borrowing practices from
other cultures may be an option, but the wider consciousness which we wish to understand may
be different for Ojibwa than, for exampie, Buddhist. Methods tailored within one cuiture may be
inappropriate for another.

The following are the methods which | found in the course of this study, but certainly this
can be expanded or refined with more experience. First, | needed a “sense of direction”; this is
what | am trying to provide in this chapter. Understanding the usual limitations of Westermn
intellectual thinking and finding a philosophical position which reaches beyond that position are
important—beginning from a Western world view is aimost synonymous with beginning
intellectually. However, intellectual knowing that this is one’s orientation and recognizing one’s
expernience of it are two different aspects which one must leamn to identify.

| reviewed my own life-experience for possible “preconceptual’ experiences. | am now
continually (re)discovering these experiences, for which | had no language prior to this study,
and reinterpreting them.

An experiential component of which | was unaware at the time was being with the
people during the interviews. They were interacting with me from a state of wider
consciousness. This included experiencing Louis Ogemah'’s installation as he was speaking
about it, and then retuming fo it lster by myself. it is important to leam to listen, to attend to what
one is being told and how it is being toid. At the beginning of the interviews, in spite of the fact
that | had been told to “notice everything,” | was still jumping in from my own point of view.
During my first interview, | noticed moments of disconnection between what was said, what |
replied, and the response to that. | was cautioned again to /isten—to open up one’s senses.
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In this study, the words of the Ojibwa artists regarding the crafted objects and,
espedially, the state of mind the artist must be in to produce a spiritual or sacred object, function
as the defining philosophical statements. For instance, when Frank Montano tells us that the
flute becomes alive and through ceremony communicates its purpose, without the other
transformative components we have no way from a Western position to recognize what this
means.

4) Transformation

Through these statements and the interactive experiences, it may be possible to
understand and experience the crafted works, and understand how the artisan works. This is the
fourth component which Taber calls “transformation—a dramatic and thorough rebirth resuiting
from this insight” (85). It is the resuit the individual may (or may not) experience from the
process. The personal experience of the transformation can be expected to cause the individual
to look with “new eyes” upon his/her former world. This shift in understanding should cause the
individual to reorder his/her experiential worid and to reevaluate his/her actions within it. One
does not “leave behind” one's former orientation (or world view), but leams to look at it with new
understanding.

Comments about the Components

While it is possible that “enlightenment” in an Eastern sense may be a sudden flash of
infuitive experience (what Stace calls “introverted mystical experience” [61]), my sense is that
our endeavor here is different and quite complex. First, the list of four components above belies
the difficulty of the process. There can be a long period in which praxis is interspersed with the
study of the “body of doctrine.” Transformation in this cross-cultural context may be many small
“enlightenments,” many small realizations which gradually transform the experiential worid.

g



Finding Common Ground 28

The Qjibwa state of “widened consciousness’ (“widened” only from our Western point
of view) is lived within the natural world. So, instead of one moment of enlightenment, we are
presented with an entirely different way of interacting and understanding on a continual basis.
in other words, it is a lived state of awareness. As with any lived state of awareness (even the
Waestem intellectual state), it is imbued with cultural practices, meanings, and nuances.

Western/Ojibwa Cultural Cognitive Pattermns

Now that | have established transformative philosophy as my framework toward
understanding, | will ook at the specific shift in thinking which will need to occur.

In her Master's thesis, A Jungian Bridge to Native Philosophy, Marie Taylor states: “The
gap between Western and Native world views is much more profound than the West has
imagined® (iii)." In & Jungian interpretation, the psyche consists of Thinking, Intuition, Sensing,
and Feeling all of which are equally important and which should be “available to consciousness,
and contribute 10 knowledge® (55). However, Westem reliance on pure and empirical reasoning,
and the search for logical certainty has isolated the thinking function from contact with the
others—creating an immense chasm, a “stark divide between the humanly knowable and
unknowable” (64). Taylor's diagram graphically illustrates the thinking/intellectual function as an
island, from which the other three components are separated and, often, inaccessible. (See
Figure Two.) The separation and domination of our intellectual function gives currency to various
philosophical positions such as radical individualism or mind-body dualism, faith in “pure
reason,” search for unyieiding foundational knowiedge, as well as objectified modem science.

'} have used Taylor's Jungien interpretation of payche and her diagram to give a graphic sense of
contrast between Western and Ojfibwa cognitive/conative orientation, and, thus, direction 10 our movement. My
thesis does not require acceptance of this Jungian interpretation.
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Figure 2. The Weastern Intellectual island (Taylor 56).

Ancther result of the intellect's isolation is pointed out by Edward Conze who contrasts
Buddhism with Western intellectual philosophizing:

in Europe, we have become accustomed to an aimost compiete gap between the
theory of philosophers and their practice, between their views on the nature of the
universe and their mode of life. ... [The philosopher] is judged by the consistency of
his views, not with his life ... in short, [he is judged] by purely intellectual standards.
(20; Taber 65)

This kind of separation allows us to act inconsistently with our philosophical positions. An
inimate connection between thought and action is not recognized.

In contrast is an Ojibwa perspective. in Chapter Three, Marge Hmielewski talks about
the four aspects of the person: Physical, Inteliectual, Emotional, and Spiritual.
Figure 3. The Four Aspects of Ojibwa Being (after White 118).

Spiritusl

inteliectual Physical
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Because four parts of the psyche have also been identified in a Jungian approach, it is tempting
to find parallels between it and the Ojibwa. However, | will resist the temptation. For instance,
it is not clear that the Ojibwa term “spiritual’ equates with “intuitive.” The first would seem to
indicate a mode of awareness, whereas “intuitive® refers to a process of acquiring knowledge.
Nor would the highly differentiated meaning of ‘feeling” in Jungian terminology be comparabie
with “emoctional” (Taylor 56, note 83). The Ojibwa interpretation.can be illustrated with the
medicine wheel which serves organizing, teaching, and healing functions within Ojibwa thought.
These four aspects of oneself need to be reiated and in harmony within the circle of the whole.
As well, one must seek balance. (See Figure Three). Harmony and balance are important in
thought as well as action; how one is in thought goes into one's actions and relationships in the
worid.

Succinctly, the difference between Westem and Ojibwa modes of thought is between
an isolated and dominate intellectualism, and a harmonious interaction of the four aspects and
a balanced mode of being in the world.

| will give a personal example of the difficuity of communication between Western and
Ojibwa views to illustrate this point. Several years ago, when | was taking philosophy classes
at Northiand College, | became interested in the Westem and Ojibwa concepts of “person.” |
asked Joe Rose, Ojibwa eider and Director of the Native Studies Department, if he would co-
direct, with the Westem philcsophy professor, my independent study paper. He agreed to do so.
| went to talk with him, sure in my Westem mode of thought that | wanted to discuss the form
of the paper, the concepts, the arguments, etc., which | explained to him, probably at length. |
expecied him to disiogue with me on these points and discuss the Ojibwa concept of “person,”
or at least give me references. Instead, there was a long pause. Then he told me the story of an
experience he and his son had which | am going to repeat here as | remember it:
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My son and | were visiting in Caigary, Alberta, last winter. We were there at
the time of their Winler Feslival. There were iots of outdoor svents. We were walking
around and we came to where there was a contest. Men were engaging in something
like bowling. They were throwing or rolling frozen turkeys to try to knock down pins.
My son and | were horrified. We were very sad. From our point of view, Western
culture is insane.

This is all he said to me. Bowling with turkeys seemed callous to me, but | must admit, with
some embarrassment, that | had no idea this story had anything to do with my paper and | never
went back to him for help with it. (In spite of this, Professor Rose has graciously helped with this
study.)

These graphic illustrations shouid give us a general “picture” of how we need to reorient
or releam our thinking so that we can begin to understand what the meaning of Ojibwa crafted
objects is to the Ojibwa craftsperson. At the least, we will need to bridge the chasm surrounding
the intellect and recognize, and hopefully reintegrate, the emotional, physical, and, particularly,
the spiritual aspects of ourseives. Aiso, we will need to look at the connection between our
thoughts and our actions more carefully. Within the framework of transformative philosophy, we
can envision that we are seeking a more holistic mode of awareness, balanced within and
without.

Changing the Landscape of Western Thought

The isolation and domination of the Westem intellect is not just a psychic phenomenon
but influences the way in which we perceive and interact with the worid. Basing her metaphor
on Kant, Taylor's imagery portrays the isiand (of pure reason) surrounded by a chasm, beyond
which is the fog (of the noumenal) (22). My own imagery is less postic. We Western people sit
on the intellectual island, surrounded by the chasm which allows us to separate, objectify,
manipulate, and use the worid, which we see as external to us, without responsibility for our
aclions. in order to change this imagery, to change the landscape of our thinking, | now tum to
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David Abram.

| owe this direction to Brundige (Cree-Metis, philosopher) and Rabb who point out the
potential of Abram’s work in a cross-cultural context. They cite the use of Merleau-Ponty’s
concept of “perceptual reciprocity” by African-American writer Charles Johnson. In his work
Being and Race, Johnson argues that persons with different perspectives can transcend
relativism “‘[bjecause ... we have ... innumerable perspectives on one world; and we know that
when it comes to the crunch, we share, all of us, the same cultural Life-worid—a world layered
with ancestors, predecessors, and contemporaries® (Johnson 44; Brundige and Rabb 86).
Where Johnson acknowledges other persons in the cultural Life-world, Abram expands the
notion of perceptual reciprocity, or intersubjectivity, beyond reciprocity with human persons to
all sentient organisms. The notion of perceptual reciprocity recognizes that we do not perceive
in isolation, only “taking in." Instead, all our perceptions are, at the same time, reciprocated
perceptions of others. Perceptual reciprocity is ongoing.

The encounter with other perceivers continually assures me that there is more to any
thing, or 10 the worid, than | myself can perceive at any moment. . . . | sense that that
tree is much more than what | directly see of i, since it is also what the others whom
Isee perceive of it; . . . not just . . . other persons, but . . . other sentient organisms .
. . the birds that nest in & branches . . . the insects that move along its bark, and even,
finally, . . . the sensitive cells and tissues of the oak itself, quietly drinking sunlight
through its leaves. It is this informing of my perceplions by the evident perceptions and
sensations of other bodily entities that establishes, for me, the relative solidity and
stability of the worid. (Abram 39; Brundige and Rabb 86-87)

Using Abram's argument'‘ we can transcend the chasm which separates us from the
rest of the life-world. We will see that we share this life-world, not only with Ojibwa people, but
with sentient objects—and that we experience intersubjectivity with them. We will see that there
are imyered life-worids, the commion life-world we all share and experience, and the over-layered

'Y am using Abram's argument, which he besed in pert on his interpretation of Husseri's and Merleau-
Ponty's works, to explicate our intersubjectivity with all beings in the ife-worid.
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cultural life-world. We can begin to connect to and understand the world in which the Ojibwa
crafted objects come to be and how they also interact with this world.

The Chasm

Our intellectual isolation is achieved by denying our involvement in and dependence on
the natural world.

[Olne perceives a worid at all only by projecting oneself into that worid, ... one makes
contact with things and others only by actively participating in them, lending one's
sensory imagination to things in order to discover how they alter and transform that
imagination, how they reflect us back changed, how they are different from us.
{Plerception is aliways participatory, and hence ... modern humanity’s denial of
awareness in nonhuman nature is borne not by any conceptual or scientific rigor, but
rather by an inability, or a refusal, to fully perceive other organisms. (Abram 275-76)

in Western society, we have come to regard our material (and virtual!) reality as the reality,
overlooking our everyday world which “is hardly the mathematically determined ‘object’ toward
which the sciences direct themseives. ... It is not an inert or mechanical object but a living fieid,
an open and dynamic landscape subject to its own moods and metamorphoses’ (32). Perhaps
those of us who have cuddied a baby, washed the dishes, nursed an eiderly parent or
grandparent, or exchanged a smile with a stranger will say that we cannot doubt there is a world
of subjective interrelationships, an experiential field in which we participate. But | contend that
we still see curseives as radically separate beings, and that even these experiences are
couched within the objective, individualistic Westem paradigm. (Cf. Cordova 1987) “The fluid
reaim of direct experience has come to be seen as a secondary, derivative dimension, a mere
consequence of events unfolding in the ‘realer’ world of quantifiable and measurable scientific
‘facts.’ It is a curious inversion of the actual demonstrable state of affairs’ (Abram 34).

The Life-World

Abram builds his work on the phenomenology of Edmund Husser! and Merieau-Ponty.
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Therefore, what appears as incommensursbility is such simply because we have not looked
deeply enough. We have been seeking understanding between cultural life-worlds, without
seeking our commonalities at the deeper life-worid level.

Insertion in the Life-Worid

If we are to find common ground in the life-worid, we need to understand what “being
in the life-world” means. How are we “in” the life-world?

Abram, and Merleau-Ponty, begin to answer this question by saying that it is the living
body itseif which is the “subject of experience. ... The living body is ... the very possibility of
contact, not just with others but with oneseif—the very possibility of reflection, of thought, of
knowledge” (45). The living body, however, is not the separated and bounded “object” containing
our awareness which Westem cuiture identifies.

[TThe boundaries of a iiving body are open and indeterminate; more like membranes
than bariers, they define a surface of metamorphosis and exchange. ... [The body is)
ceasslessly spreading out of itself as well as breathing the worid into itseif, so that it
is very difficuit to discem, at any moment, precisely where this living body begins and
where it ends. Considered phenomenciogically—that is, as we actuslly experience
and /ive ik—the body is a creative, shape-shifting entity. ... Far from restricting my
access 10 things and 10 the worid, the body is my very means of entsring into relation
with all things. (46-47)

As we have seen, the embodied subject is not alone in the perceptual field. it is engaged
in continuous reciprocity and "comes to recognize these other bodies as other centers of
experience, other subjects. ... [The subjective field of experience, mediated by the body, opens
onto other subjectivities ... [onto] a collective iandscape, constituted by other experiencing
subjects as well as by oneseif’ (37).

Those phenomena of the experiential fieid which we cannot, with our wills, change
because “they seem butiressed by many involvements besides [our] own,” are called

T
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“intersubjective phenomena—phenomena experienced by a multiplicity of sensing subjects’
(38). Realizing that all our experience is subjective, and distinguishing between subjective and
intersubjective, allows us to discard our conventional references to “objective’ reality.

Perception, Synaesthesia, and the Animate Life-World

Now that we have seen that there is a continuous interchange between our own bodies
and those around us, “perception” can be described more fully: “It is this open activity, this
dynamic blend of receptivity and creativity by which every animate organism necessarily orients
itself to the world (and orients the world around itseif) ..." (50).

With this description in mind, if perception is an ongoing intersubjective activity, where
does it arise? Does it originate in me or in the other? Abram answers this by saying that
“[njeither the perceiver nor the perceived ... is wholly passive in the event of perception” (53).
Both the mosquito and | contribute to a shared perception; she perceiving my skin as | perceive
the sting. Or, using Abram’s example, the flowering plant provides my fragrant perception, and
the perception for the pollinating bee.

Traditionally in Westem philosophy and cuiture, the senses are regarded separately,
vision usually being regarded as the primary sense. But Abram emphasizes that the body acts
synaesthetically, that is, all the senses act together. One's senses all participate fully in
perception and we only identify one from another after the experience. “As soon as | attempt to
distinguish the share of any one sense from that of the others, | inevitably sever the full
participation of my sensing body with the sensuous terrain® (60).

This full involvemnent of the living sensuous body in the perceptual and perceiving field,
enables us to focus in the other things which draw our perception to themseives. Abram goes
on:

My various senses, diverging ae they do from a single, coherent body, coherently
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converge, as well, in the perceived thing, just as the separate perspectives of my two
eyes converge upon the raven and convene there into a single focus. My senses
connect up with each other in the things | perceive, or rather each perceived thing
gathers my senses together in a coherent way, and it is this that enables me to
experience the thing itself as a center of forces, as another nexus of experience, as
an Other. (82)

Recognition that the Other is a “center of forces® or “nexus of experience” which can actively
engage us is quite important. Our sensual engagement is not haphazard nor incomprehensible;
the Other brings our senses together in a “coherent” way. We remind ourseives that our living
bodies are permeabie, our skin itseif a sensory organ, air flows into us and out with each breath.
There is a flow between us and Others, being focused and focusing, perceiving and being
perceived. The Others themseives are also foci, like us, of subjectivity, sensibility, and
experience.

Abram notes that Merieau-Ponty, in Phenomenology of Perception, consistently
described ... the sensible thing, commonly considered by our philosophical tradition to be
passive and inert ... in the active voice: ... The sensible world ... is described as active, animate,
and, in some curious manner, alive ..." (55). In our immediate reciprocal experience, we know
the Other

s a dynamic presence that confronts us and draws us info relation. We conceptually
immobiize or objectify the phenomenon only by mentally sbsenting ourselves from
this relstion, by forgetling or repressing our sensuous involvement. To define another
being as an inert or passive object is to deny its ability to actively engage us and to
provoke our senses; we thus block our perceptual reciprocity with thet being. ...

if ... we wish to describe a particular phenomenon without repressing our
direct experience, then we cannot avoid speaking of the phenomenon as an active,
snimate entity with which we find ourseives engaged. ... To the sensing body, no thing

presents itself as utterly passive or inert. (56)

Thus, we find ourselves—no longer the bounded, isolated being our Westem culture portrays
and which we attempt to emulate—in constant active engagement with other dynamic beings.
That those other beings may be people, other animals, or even insects, is, | think,
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comprehensible to us. We can realize that the subject/object categories are reversible. The
mosquito is an entity to me as | am to it. Abram says that once we acknowiedge this—that we
can have an “objective existence for others,” we must recognize the possibility “that any visible,
tangible form that meets my gaze may aiso be an experiencing subject, sensitive and
responsive to the beings around it. and to me” (67).

The Matrix of the Life-World
We recognize, then, that “our sensory perceptions [are] simply our part of a vast,
interpenetrating webwork of perceptions and sensations bome by countiess cther bodies ..." (65)
This intertwined web of experience is, of course, the ‘life-world’ to which Husser! ailuded in his
final writings ..." (65).
But there is more to this “webwork® than the strands which link entities together. There
is @ matrix to the life-world. Abram discusses Merieau-Ponty's identification of this matrix as

the collective “Fiesh,” which signifies both our flesh and “the flesh of the worid.” By
“the Flesh” Merieau-Ponty means to indicate an elemental power that has had no
name in the entire history of Western philosophy. The Fiesh is the mysterious tissue
or matrix that underiies and gives rise to both the perceiver and the perceived ss
interdependent aspects of ils own spontaneous activily. it is the reciprocal presence
of the sentient in the sensible and of the sensible in the sentient, a mystery of which
we have always, al ieast tacily, been aware ... (68)

The matrix, or Flesh, is the animate “stuff” which gives rise to the forms of all the entities within
it. itis itself “both sensible and sensitive® (67), an active power.

If the matrix is sensibie—capabie of being sensed, with what sense do we do this?
it would seem that none of what we usually credit to our five senses can explain the ability to
sense what is apparently intangible and not visible. Abram identifies this as “imagination.” it is

an atiribute of the senses themesives; ... not a separate mental facully ... but is rather
the way the senses themseives have of throwing themeeives beyond what is
immediately given, in order 1o make tentalive contact with the other sides of things that
we do not sense directly, with the hidden or invisible aspects of the sensible. (58)

gt
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fo play have brought them—guitar, autoharp, flute, drum, and the music has teken on
a lilting rhythm. | can hear the soft movement of the water on the rocks and the
soughing of the frees as they join info the music. Graduelly, | sense another presence
enter the room. I has flowed in from the night; k becomes the music, the lamplight,
the cool air. It stays while the music plays, and then as the music siows and quiets,
it siips out again, and there is left the water on the rocks, the soughing trees, and the
murmur of friends.]

in this chapter, we have moved from a position of intellectual dominance and separation,
to one in which we use all our cognitive and conative capacities as entities embedded within a
life-worid. | will iet Abram sum this up:

The human mind is not some otherworidly essence that comes to house itself
inside our physiology. Rather, it is instilled and provoked by the sensorial field itself,
induced by the tensions and perticipations between the human body and the animate
earth. The invisible shapes of smells, rhythms of cricketsong, and the movement of
shadows all, in a sense, provide the subtie body of our thoughts. Our own reflections,
we might say, are a part of the play of light and is reflections. . . .

By acknowledging such links between the inner, psychological world and the
perceptual terrain that surrounds us, we begin to tum inside-out, ioossning the psyche
from its confinement within a strictly human sphere, freeing sentience to return to the
sensible world that contains us. Intelligence is no longer ours alone but is & property
of the earth; we are in it, of it,immersed in ts depths. And indeed each terrain, each
ecology, seems to have its own particular intelligence, its unique vernacular of soil
and leaf and sky. (262)

Ojibwa Crafted Objects in this Context

Abram’'s main thesis concems the source and purpose of language, the problem of
separation from the land engendered by the alphabetic writing system, and the importance of
reconnecting our (Western) language to the land. For my purposes in this study, some of
Abram's observations about language will help us later to understand the context of Ojibwa
crafted work.

Abram notes that oral language among indigenous peopie, “[e]nacted primarily in song,
prayer, and story, ... functions not simply to dislogue with other humans but also to converse
with the more-than-human cosmos ..." (70-71). That we are within a sentient and sensible worid
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is recognized in this conversation with other phenomena; the conversation is conducted “in the
assumption that all things have the capacity of speech® (263). It is within this context of
perceptually aware phenomena, of an oral culture interactive with the living world, that Ojibwa
crafted work exists.
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CHAPTER 3:
Ojibwa Voices

Introduction—An Ojibwa Migration Scroll

Chapter Two ended as we had shifted from an objectified Westem intellectual view to
a philosophical position, still within a Westemn intellectual tradition, which began to recognize the
multi-faceted life-worid in which we are all embedded. | will begin this chapter with another shift:
from the Westemn intellectual tradition to an Ojibwa world view. Prior to the interviews, the first
Ojibwa "voice” presented is that of a sacred Midewiwin'® migration scroll. It will introduce the
Ojibwa people here from an Ojibwa perspective, acquaint the reader with a crafted object which
does not fit neatly into the Westemn category of “crafts,” and will encapsulate certain aspects of
the following interviews and the later discussion.

Earlier in this thesis, | used a standard Western-style map to show the geographic
location of the Ojibwa people whom | interviewed. In that style, we see a static present. The
scroll, on the other hand, telis a story. it telis a dynamic story of movement of a peopie from the
coast of the eastern ocean into the mid-western area beyond Lake Superior (present-day
Minnesota and northwestern Ontario).

One of the Apostie Isiands of the Bayfield Peninsula is Madeline isiand or Mo-ning-wun'-
s-kawn-ing. It is the seventh and last piace the Sacred Megis Shell appeared to the Anishnabe'®
on their migration, and where the Water Drum made its seventh and last stop.'” There are

'SA discussion of the Midewiwin is not within the scope of this paper. | will just note that it is a sacred
ceremonial Ojibwa tradiion. The reader is referred to, among others, Hoffman, Vecsey, Biesesing.

“Until now | have been using the name Ojlbwn. ‘Anishnabe’ is a word Ojibwa people often use to
identify themeelves and | will uss it as well a8 *

"See Edward Benton-Benai, The Mishomis Book, Chapter 14 for a full migration story. Also, Sikas'sige’s
sccount in Hoffman, 179-80. Sikas'sige mentions at ieast twenty-five “resting piaces.’

e
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various estimates about how long the migration took—some say about five-hundred years (and
that there had been an even earlier migration fo the East Coast [Rose in conversation]). Led by
the Midewiwin eiders, the Anishnabe began to move from Sault St. Marie, the fifth stop; some
took a northemn route and some a southern route around Lake Superior. The sixth appearance
of the Megis shell was at Spirit island (near present-day Duluth). But there was to be one more
place, and both the northern group coming around the end of Lake Superior and the southem
group came-to Madeline island.

One of the prophets long ago had spoken of a turtie-shaped island that awsited them
at the end of their journey. The southern group had seen an island filting this
descripiion that lay in the water off of a long point of land. The peoplie sought out this
island and placed tobacco on its shore. The Sacred Shell rose up out of the water
and told the peopie that this was the place they had been searching for. Here, the
Waterdrum made its seventh and final stop on the migration. The Sacred Fire was
carried here and here it burned brightly. (Benton-Benai 102)

| chose this particular scroll because a copy of it is at the local historical museum on
Madeline |sland. The original “was coliected by William Jones in late 1904 at Leech Lake, ...
according to the American Museum of Natural History” (Schenk). This information is from a letter
accompanying the copied scroll. Shenk aiso identifies some of the figures from East to West:
the Midewiwin figures which wear headdresses; the otter; across Lake Superior (at the far right
of Figure Four) the crane, the Keweenaw peninsula, a Midewiwin lodge, Madeline Island with
a Midewiwin figure; a point at the exit of Fon du Lac; Sandy Lake; and Leech Lake. The Megis
shell is seen at Sandy Lake and Leech Lake. (it is important to remember, though, that this
listing is not the meaning of the scroll.)

From the western end of Lake Superior, the Anishnabe people fanned northwest, west,
and southwest to Rainy Lake, Leech Lake, etc. We see that 8 migration scroll is a sacred
compilation of movement, stories, and events. Scrolis other than the migration scrolls might
contain the Ojibwa origin story, songs, instructions for Mide rituals and ceremonies.
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Figure 5. Tracing of the Migration Scroll. (Dewdney 66-67)
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The scrolls are also “crafted objects.” They are made of birch bark with incised drawings,
usually on the inner side. As such, the birch bark serves as the ‘paper” to which Louis Ogemah
refers. On it different kinds of sacred information are recorded. Several pieces would be stitched
together with a bast cord, usually from the inner bark of cedar, basswood, or with split spruce
root (Blessing 125). The original of this particular migration scroll is 8-1/2 feet long and made
from several pieces of birch bark. Figure four is from a copy of the original scroll and shows the
three most westem pieces, about haif the scroll. On the right is Lake Superior and or. the leftis
Leech Lake. Sticks are bound on the ends to keep the bark from splitting, and the scroll would
have been rolled. Figure Five is a much-reduced tracing of the full scroll.

The scroils were passed from generation to generation and were recopied and
supplemented as they wore out or new material was added. Many of the rites and legends
originated in the east when the Ojibwa were around the Guif of St. Lawrence and on the Atiantic
seaboard. The Mide “religion” developed as the peopie moved westward. These stories would
be recounted as part of Mide ceremonies (Blessing 122, 155).'® Sections of migration scrolls
would have been replaced through usage or added as movement occurred. Frederick Blessing,
who began collecting Ojibwa materials and talking with Mide elders in 1935 in Minnesota and
continued until his death in 1971, states:

The legends inscribed on recent scroiis are not of modem origin. They extend
far back in Ojibwa history. When a Mida is asked about the age of his scroll and says,
“Itis many hundreds of years oid,” he will be referring to its contents, not the bark, for
his scroll would be the latest of a number of repiacements made ss the berk wore
out. Thus, for example, a certain scroll might be the seventh copy since the original
was made. (Blessing 126)

| have noted that the scrolls are sacred objects and would be used for ceremonial
purposes. As such they are of “utmost religious significance [and] considered to possess great

“Dewdney claims that the scrolls cannot be “proven” to be of a migration; all they indicate is that a
“religious” message moved to peopie who were aiready 7 siu. Dewdney's is not an Ojibwa interpretation.
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balance according to what the indiviiual needs. There is no authority which imposes organized religion
and beliefs on the person.

Marge explained thatin her classes at Northiand, she includes not just the physical aspect of
craft work, but aiso philosophy, such as the meaning of design, color, etc. She includes beadwork, both
loom and applique, basketry, flute-making, quill work including the natural dyes and mordants for the
dyeing process.

Since | had not given tobacco to anyone before, Marge expiained how it should be done. The
tobacco | gave her was loose, o she carefully put it into a smail cloth bag with a decoration on it and
a drawstring closure. “Now,” she said, “| will use this again on another occasion.” | asked her about the
boglndmlshould.oriflwould be better to, put the tobacco into one. She said | could do that.
For instance, for large gatherings, she uses calico or other cloth which is cut up into small squares in
which the tobacco is wrapped and given to the participants.

| turmed on my tape recorder and Marge suggested we go out to the entryway first where she
had some animal parts in various stages of preparation on top of her drier.

M. OK. Feathers. My daughter brings me stuff, whenever she can find it. And, then of course, she
takes care of it all. People either give them to her and then you can see, she took care of it; dried it all.
its ready to go, whatever | want to do with it. This here is a hawk. This is from an owl. These are owl
feet. These are bear claws. She brought me those. This is a deer's tail. And this here a racoon tail. |
don't know what 'm going to do with it. This is the foot of a beaver. Saited. We salt them down.

K. Salted?

M. Right. On the end. That's real hard. You sait them down and then they will stay that way. | make
fans out of these or whatever. | don't know. I'm still in the stage when all of sudden someone will say
something to me or someone will ask me for something and | will make a fan or | will give them this;
maybe they need it for a bustie or whatever.

K. | gusss one of the things | wonder about . . . From the living animal, the animal that has either been
killed or died, to what you do with &, is there . . . | mean, if you're going to kill the animal, or you're going
to use parts of the animal, is there something that happens in that period of time?

M. Yes. If you kill the animal, such as a deer or whatever it is, you always ieave & git. Um, even with
road kill.

K. Iif you shouid hit something on the road.

M. Yes. if you hit something. Tobacco. I've always got tobacco in my car. Of course, I'm a smoker so
I've always got cigareties 100. | can do that, but | like the other tobacco. Um. . . . And many people say
you can leave anything. You can leave a part of your clothing. But you do have to leave something in
retumn for what you have taken. Now, this | don't have to worry about because whoever gave these to
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me shouid already have taken care of it and these were a gift to me.

K. Is there a difference between, the life of the animal . . . it's the /ife of the animal?

M. Right. The spirit.

K. From my Western point of view, | think of each deer as being a sort of individual and | feel bad if
something happens to . Is that the same kind of thing? That there's an individual relationship with that
animal?

M. Yes, there is. And it depends on what you're doing with it. Food. You ieave tobacco and you aiways,
you usually say a prayer to the Creator and to the animal. Thank you for giving of yourseif to feed,
whatever. Then it depends upon your own individual . . . however you want to do it. But, yes, thatis
done. Now, like | say, these | don't have to worry about. These were given to me. OK? And so | had no
problem. Now, | have some other . . . (We wakk fo the living room.)

My daughter raises pheasants, she runs a game reserve out here. She brings the birds if they
die and | will pluck them. Then | will . . . | do not want to eat . . . you know, | don't know what has
happened, why they died.

K. ... justthat they died on theirown . . .

M. Yeah. Butshe will bring them over and | will take what feathers | need and | will go out and | dig a
hole and | put the animal back into the earth and | leave tobacco with it aiso.

K. Because you've had the animal . . .?

M. Right. Like with road kill. You can't bury road kiil, but you can always leave tobacco. Like there's
many a ime [l be riding along and I'll see a porcupine and ['ll want the quilis. QK. | will stop and have
something in my car and [l throw it over and press it down and get as many quills and ['ll always leave
tobacco, too.

And | use a lot of feathers, real ones. These came off of the neck of a pheasant. So | try to use
as much natural as | can. | have a hard ime. It's very hard to get natural things. A lady was down in
Maexico . . . [showing me a plastic bag of medium-sized beeds, hand-made of a brownish ciay body with
incised decoration filled with biuish-green glaze )

M. These are ceramic beads. No, not ceramic. Clay. And they were made by a tribe down there. | don't
know. She didnt know. All she knew was that she gathered some of them up. So, but I'm very chintzy
with them. Um. We have what we call secular work and that's this. [Marge indicates many pairs of
beaded earrings.]

K. These kinds of sarrings . . .

M. You couid seil, whatever you wanted to do with them.

This dream caicher (indicates a dream caicher with red feethers hanging between the kitchen
& lving room] is secular work. Um. Feathers are bought or ke the phessant feathers or something like
that. Um. If| am doing something for religious, and | shouldn't say ‘refigious’. But a lot of pecple . . . for
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your benefit or whatever you want to call it on there [the tape recorder] they say 'religious’, ceremonies
or whatever, but they are nof religious.
K. Not religious.
M. No. But most people say, you know, they say, well, that was a ‘religious’ ceremony, such as a
Midewiwin ceremony or sometimes there are what we call different dances done at pow-wows like the
honor dance and like that. Then, many times we will use the eagle feathers. | have a few eagle
feathers. | don't have that many of them. They're hard to come by. My name has been on the list for
an eagle for a long Sme. [The eagles are] found alt over the country. There's a list that you can get on.
Native peoples can put their name on it and then you just keep going up the list as an eagle is found
dead wwhlt;ver. Waell, this one woman from over at Red CHKff, she was going to Northiand and she
was on the list and she got one. And if you get one, i's your duty, whatever, to give most of it away. You
keep what you think you're going to need, but, and you give as many feathers away as you feel you
should. And so she gave me some. i've got some of those. | don't have many, like | seid, but those,
usually eagle festhers, and sometimes even the way you craft something, or the way you make i, it's
different when it's used for spiritual ceremonies.
K. How would it be different say from doing (secular] . . .
M. Becauss this could be soid [indicating the dream catcher]. And it could be soid to anybody. Eagle
feathers are very rare, they're very spiritual to us, very meaningful. So we don't use them and sell them.
| mean, we don't sell them, it's against the law, but we wouldn't sell them anyhow.

| have made many dream catchers and | have put, sometimes put eagle festhers on them if
it's been for family or, ke | say, for different spiritual ceremonies. Then it's different. The same with the
drum. There are many different types of drums that are made. Different purposes. Secular drums have
no eagie feathers on them. Those are for dances, for pow-wows, for where anybody can come out and
dance. Drums that are used for ceremonial purposes or for spiritual purposes, like for Midewiwin
lodges, they will have eagie feathers on them.
K. And when you have made them, do you make them in a different frame of mind? | don't know how
else to putthat.
M. Oh. Absolutely. Absolutely. | mean. This | could sit and | could watch television, or whatever, and
| could put this together.
K. Just be working with it . . .
M. Yeeh. Because It's a craft and | would be working with . If | were making something for (a] spiritual
reason, | would try to do it at a ime where | wouid not have to worry about the telephone ringing.
[Thoughifully] | would want fo be by myseif. Very caim, very . . . hopefully peaceful. Very into what | was
doing. Thinking of why | was making it, what it was going to be used for. Keeping my mind on that, so
a lot of it is with your thought process. Like | said, now the secular earrings and many of that . . . that

L
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is something that many Native peopie whip them off. They take them to pow-wows, you know, hit the
pow-wow trail or whatever. | do not do that. | have my things here, but | don't go out selling. If people
want things and in fact those two pair there [earrings] were ordered. That's why they're in the bag. Yes,
if .. .and in fact . . . my children and my grandchildren, most of them, they don't even come in this
room. This is where | do my work and | have [we /augh] a television. OK. My daughter-in-law was over
yesterday and she says "When did you last turn your television on?" and | said, "Uhh?" She said, “Why
are you paying thirty-five dollars a month for that dish out there and you never tum the teievision on?*
I tum it on maybe once a week to watch news. Well, 'm not a television person. Like | say, | read many,
mnyboob.a_lld!bnntkhds.l‘llnadanymmgmuteomnalong.aut..,.whenldo my...thisis my
craft, my art. And for me . . . it's very hard for me to put anything away because | work on so many
different things at different imes.

K. You've got a ot of different ones going not just one that you're . . .

M. Right. I've been wrapping now. I'm doing some dream catchers. They are . . . | don't know for who,
I'm doing them. So that's one of the things | do. 'm also making some key rings. These are . . . People
come in and they ask, "Don't you have any key rings?" Waell, | did a whole bunch one day. | just sat
hers and did key rings. | said, “OK, now i've got key rings.” So that's one of the things | do. Here we go
again. We're laughing at this again. [Marge picks up a large plastic hula hoop leaning with a few others
ageinst a table.] | use whatever | can. Now, | made . . . This took me forever. this is a hula hoop.

K. Yeah. | see a huls hoop! OK.

M. | have made dream catchers out of these. They take forever.

K. That's a big dream catcher!

M. | know! Have you been out to Joe Rose's? His round house?

K. Not for many years.

M. OK. He buiit a new round house. Gorgeous. And it's a huge place and he didnt have a dream
catcher. He didn't have anything in it. So | turned this, well one like i, into a medicine wheel. | did the
whils, the red, the yellow, and the black. | have a real arrowhead that somebody had given me years
ago. | don't even know where it came from and so | put that on there and then | did all of the long things
with the [indicafes fringe)] . . . But | did not, R was not eagle feathers or it wasn't anything like that
because he did not ask for it. He did not want & for spiritual. He wanted it as a decoration to hang in the
round house.

K. And there wouid have been a difference then . . .

M. There would have been a difference, or if he would have wanted it for religious—there we're saying
‘religious’ again—but ceremonial. Yes, it would have been different. As it [wasnt). So, sometimes there
is a differsnce. Now, a lot of peopie do not do this. There are some peopie who have made different
things to seil and have put eagie feathers on them.

s
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K. Oh. But that's not really acceptable?
M. No. That's not acceptable. it's not acceptable to me. it may be acceptable to them. Thats their
choice if they wish to do it. | do not and | never have. So, I'm careful with what | do. A lot of peopie will
come up and they'll ask, ‘make me this or make me that and | want some eegie feathers.' "What are
you going to do with it?" "Well, | don't know.” No, then. "I'm sorry, then | can't make it."
K. is that showing disrespect to the eagle and to the things that are invoived?
M. Well, that's showing disrespect to the spirituai part, because that is supposed to be part of this
spirituality, part of your, quote, ‘religion'—or whatever it is, the way you feel. And | woulid not feel right
if | made something and then not known what was going to happen to it. | mean, | don't know where
thats going o go afterwards. No. | don't want that. Like | said, for my family, of close friends, whatever
it is, | have done things. This is a number of years ago, one littie grandson was being moved to a
different house and | have gone in and | had purified, but he was having nightmares, so | made a small
dream catcher and | did put an eagle feather on it, one eagle feather on it. Got rid of his nightmares
very quickly. But that was for my grandchild. Now, that was different. And, you know, something on that
order. But, no, not if it's going to be something secular that's going out, then no.
K. Remember one time, Connie was saying how even like the picture on the wall, t was machine-
made, it still had energy. Energy? is there a difference when you work with, say, plastic beads . . .
M. Commercial.
K. Yes. Commercial versus the other.
M. [emphatically] Oh, yes! Like | said, now | told you about this. [the clay beads] There's an altogether
different feeling when | am working with these. They are hand-made. Somebody took an awful lot of
time with them. And | use them very sparingly, but when | work with them, there's [pause] such a
different high [lsughs]. | feel good that | incorporated this into whatever | had made and I'm very proud
of it Hey! This is great! You know, these earrings are fine. | spent time and | did my best on them and
| tried to keep the order of the beads and all of that, but that's a lot different than if | worked with
something like these.
K. If you do something for a ceremony, do you try to use more natural . . . all natural versus these
other kinds of things?
M. Oh, yes. You aiways do. | have . . . Welil. where'd they go? Oh, here . . . [Marge takes a bowl of
smooth sfones from the glass-doored dining cabinet.] These are all stones that I've picked up as I've
walked slong the beaches. And | incorporate them. | wrap them so that they can either hang or
sometimes | will paint them. Or whatever. it depends upon . . . You never know what you're going to
do until . . . you're working with them and you get to a point and you say 'Oh, | should do this,” or, "I
should do that, because that wouid really set it off.’

I...these are cheap, butthey're wood. [Marge picks up a straight wooden cane leaning with
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another in a itle cranny.] These are canes and | will turn them into a walking stick, because | will sand
them down and many times | will cover the top with buckskin, you know, whatever kind | have, and put
fringe on them. And | will wrap and put a stone, like that, or one of the beads on here, one of these
special beads. Now that might be a gift for an eider who needs some help.
K. When my [former] husband was at home with the hospice care, somebody brought him a walking
sick. They did a ceremony and . . . so that was there at the [memorial] service with his things. Is that,
like @ gift to him to . . . ? That's not secuiar then?
M. No. Thatis not. Well. it depended upon who made it. Usually a gift, you don't classify it, especially
if they're done for an elder who is ill or something like that. | still would not put an eagle feather or
anything on there (indicating the cane she had].
K. Because this started as a commercial tem?
M. No, because it would not be used for spiritual, for a ceremony. it wouid be a gift. Now, many people
if they make their own, will put eagle feathers on it which is fine because they make their own walking
sticks or whatever it is and they can put anything they want on it and they put an eagle feather on it or
they put whatever, because to them that's very important. OK, that is theirs. We talk about the birds,
the eagle, and, of course, to us the eagle is very important. But so, they can do that. | could make
something for myseif and, | don't sven have a dream catcher in my bedroom, because | give one away
as fast as | make one [laughing].

| would sand [the cane] ail down. I'd take that color off. I'd get down to the wood again and |
would probably paint in here different . . . maybe red, black, yeliow and white. | would make it our
colors. Something on that order. So it wouid be altogether different by the time | got it done. But that
would be . . . There would be a lot of work that would have gone into it, but | am going to be sixty-five
years oid. OK? | mean, | am at the age where I'm [not] going to go wandering out in the woods trying
to find diamond willow or something to make a walking stick out of. Yeah. My kids will bring me
something once in a while.
K. That part you don't have to do.
M. We used to tan our own hiies. | don'ttan my own hides. | buy them now. | am past that stage. What
| got is what is given to me now. Like we were talking about the elk’s foot and the feathers and stuff.
We used 10 go and shoot the ducks and I'd keep all of the feathers and eat the meat. The same with
deer. 'm too old for that. [ve passed that stage. I'll take what peopie are good enough to give me and
use it for that.

If 'm doing something for someone | really care about, for my family, for spiritual, whatever,
'm very careful with it | feel that if | don't do right by whatever I'm making, then it's not going to do right
by the ceremony, or whalever t's being used for. So if | don't take care with it, then i’'s not going to be
careful either.
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K. Because it picks up the ‘energy’ that comes into it from what you've done to it?

M. And | teach students. A lot of them are non-Native, and | always tell them, when you get to the point
where you're working on whatever it is, the loom, the applique, and you're finding a problem with it,
don't continue, because if you become frustrated with it, you're putting negative energy into it. Even if
it's secular. | don't care. Because there've been many a-times I've been working on something and the
needle breaks and the thread starts to snarl. Then | go "Whoa! Hey! Set it aside, get away from it." |
mean, | would really hate to make this pair of earrings and be angry and thinking of something awful
and then have some poor person wear it, because |'ve already put negative energy in there. | don't
think that would be very nice.

K. That's giving them something . .

M. Negative ...

K. and something that can hurt them.

M. Right. I'm careful with everything | do. Like | say, when it's secular | can sit and watch television and
laugh at . That's fine. But | would never aliow myseif to become angry or upset when I'm working on
anything because | don't feel that I'm doing . . . my art well, and | don't think I'm doing whoever is going
to get it well.

[I've asked Marge sbout another person’s art work which was done in anger)

M. Well. | dont know. I've never been put in that position, because | don't believe in allowing anger to
take over that.

K. To be the motivator.

M. No. What a waste. Oh, we all become angry. I've become angry. Oh! then blow up. But, can |
change it? Can | do anything about it? is it going to be better if | do something about i¥? And if it is, then
| will try to change it rather than be angry, because anger doesn't accomplish anything.

K. I passes on to other people, iike my being at the exhibit (where | feit uncomfortable].

M. You became uncomfortable. | don't know about that. | . . . to me, that would be very shameful and
very demeaning. | mean, 1o me personally, that | would do something like that and aliow peopie to see
that | did not have that much control over myself, that | had to become angry? No. I'd have a problem
with that.

K. To be in the right frame of mind with the right energy to create something sacred, or for a ceremony
that will be used in, that is positive energy]?

M. Right Becauss | am puting as much of myssif and as much of my positive energy into it that | am
sure that it is going to spread. | hope it does. | don't know. Uniess someone takes it and uses it for
purposes it that wasn't meant for.

K. Then the positive energy can be from secularthings or . . .

M. Oh. Absolutely it can. Right. Oh. Well, for one thing, if you're working with natural, you're, like | said,
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I can sit here, | can make two pair of earrings. One this woman wants, she's going to be a novice in
Midewiwin lodge. | wouid not tum that television on because | would want to process my thoughts aiso
into that. Somebody eise wants a pair | couid turn the television on and | couid laugh or whatever | was
doing, you know, with watching a program. | would still feel good, positive energy going out in both
areas, but the mind processes for the young lady who just wants it to wear to a dance somewhere,
would not be the same as the one who was going to use it for a ceremony at the Midewiwin lodge,
because my mind would be also processing and | think you do that. . . . you have to be thinking all the
time. Other times you don't have to think, just . . . it's a rote. You do. When | do things where my
spirituality is needed, or my spirituality comes forth, it's aiso . . . all of me is in there . . . not just my
fingers, and whatever, i's my thoughts, my . . . all the positive energy | can give it. because when you're
thinking of it, | feel that there's more positive energy going into it. So that to me is the most important
thing, that | allow the whole of my spirituaiity to take over, the whole of it, everything. [We've moved
back to the kitchen table ]

K. So it's all going into that.

M. Right. Because | know there's many a-times | have sat there and people—we've been visiting. I'm
making things, they're making things, because a lot of the women come over and we sit around. We
laugh and we talk because K's a very social and which is good. As long as everybody is enjoying there's
4 lot of posilive energy going on . it isnt spiritual, because that isn't what we're doing. We're socializing.
Many of the crafts and that done years and years ago were done by the women in the moon hut. You're
going to be there three or four days, so they did their craft work while they were in there and it was
social, because there wasn't only one woman in thers. Sometimes there were three or four depending
on how large a community we're talking about. So, it was very social and that was not . . . you do use
your spirituality. I'm not going to say that you don't, because thers's been many a-times that I've,
women siting at the kitchen table here and we have gotten on very deep, very . . . conversations that
deait with many, many problems sometimes, and talking & over has heiped, like a talking circle or, now
they say group therapy, but we had group therapy [laughing] a long time ago. So there is some
spiritualily that goes in there, but kisnt . . . because there's different types of spirituaiity . . . Ah! . .. OK.
| live with, or you shouid, live with your spirituaiity ail day long. OK. | try to do that. | try to keep myself
in balance. There's many a-times | will think to myself, "[exclamation) that's all you did is work
yesterday. Take a break. You're getting too much into . . . especially if | bring work home.

K. You mean from school?

M. Yesh. And [Nl think to myself, "All right. That's enough now. You overioaded as far as the intellect
goes. You're working at this and trying to figure it out. You have to take a break. And ['ll pick up a book
and M read or Ml go in there and 't work on something. So, that's spirituaiity of a daily basis. | try never
to hurt anybody. | fry never to say anything insulting or derogatory or whatever. And | try as hard as |
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can, sometimes it's hard, people wiil say you have to talk up, | try to keep my voice low. That's one of
the things we were taught. Women do not talk loud. | try that, it doesn't always work. [We /sugh.]

K. Butit's on your mind. You knowwhenyou . ..

M. Ifl were perfect I'd be the Creator. I'm not! So. that is part of my spirituality, but that's my individual
spirtuaiity. Then, we have what | have always classified as group spirituality. And that's when there are
ceremonies, and that's when everybody gets invoived in the same spiritual aspect. So, that's what |
mean when | say there are different types of spirituality and thats a very strong, passionate,
overwheiming spirituality. f've gone to Midewiwin ceremanies, there are other different ceremonies and
you get 80 cgught up in R that you're just riding a high, you know. You don't want to come down. And,
for instance, | was in the Southwest and | was out in some of the desert aress out there. | felt | was
walking six feet above the ground. | was just, | mean | was overwheimed by the spirituality of where |
wes. The Peopies that had been there, the Peoples who had lived there, these are different kinds of
spirituality. So that's what I'm talking about when | say there are different plateaus of spirituality.

K. So when you're working creating something for ceremonies, that spirituality, that's different then .

M. Right. That's a high piateau. Now thatis my . . . OK. Other psopie may not go along with me.
Somebody eise might say, "Whatever is she taiking about?” No. To me that is how | live with my
spirituaiity. And, | mean, | know no other way and it seems to work for me. | know everybody tells me,
"You don't have a nerve in your body and you're the most caim person.” You know, this and that. And
| say, well, there are imes when 'm not, but | have learned to live with who | am and what | have to do
on this earth, or whatever. | know my children said, "You never raised your voice. You never siapped
us, you never did that. And yet we were deathly afraid of you because we knew that sooner or later you
were going to punish us somehow.” " don't know how | was going to punish you.” They said, "There
must have been something you were going to do because we expected it all the time. And the softer
you taiked, the more scared we were.”

K. But you didn't do anything.

M. No. | never did. So | feei like . . . I've lived a good life. Well, I've got lot's of years ahead of me, but
[foei ke . . . | know who | am and | ive very weli with myseif. | think I've done quite well by my children,
my family, whosver's around. I've got eight children, twenty-six grandchildren, three great-grandchildren
and ancther one on the way, so | am, | have no problems with myself or my spirituaiity because | live
with it well. | don't, | hope | don't, need reminders. Sometimes | need reminders to live in balance
because my balance gets of-kilter.

K. Do you feel it when that happens?

M. Yesh. You know when you're off balance.

{Merge talics about taking a break from the intellectusl demands of work )
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.. .And its the same way with your spirituality. There are many times that | will not answer the phone.
| feel | have got to do something important right now. Maybe | heard of somebody or something that
needs a gitt or whatever itis and | want it to be a very spiritual gift, and, so | will not answer the phone.
| will go in there. I've got drapes that pull across there. | pull them and when | do not answer the phone
| have a message machine and my children all know that. | feel that that's important to me too.
Sometimes it's with the physical part, too. Your physical balance gets off.

K. | shouid ask you a coupie of other questions.

M. OK.

K. How did you learn all your work? What you do now.

M. The beading? (and indicates more)

K. Yesh.

M. | was taught when | was quite small. But, here we go. When you're at a certain age, like when
you're five, six, seven, this is fine. This was nice. | did it. Then your hormones kick in, and who cares
about beadwork.

K. [faughs]

M. | mesn, I'm being honest, right? So it got thrown by the wayside and then | got into a little higher
grade and the beadwork was classified as ‘Indian.’ You don't do that.

K. Oh. This was at the Catholic school. Was that here?

M. Iin Bad River. You are not going to do this. So you were given paint and charcoal and whatever.
K. You werent aliowed to do anything that was classified as 'Indian'? And that would include speaking

M. Yesh. You weren't allowed to speak your language. Everything went. The pow-wows went
underground info the woods and a lot of, much of the art of bead work was lost. Lot of the leather work
was lost, the feather work, everything was lost. Waell, not lost, but just wasn't done.

K. it wasn't done and if people did do it they wouid hide itor . . .?

M. That was about what they had to do. So, | got into oils and pasteis. | mean | did some of that, but
then it was feathers . . . oh! ‘feathers’ [indicating she used the wrong word] . . . flowers . . . | mean, |
went through that stage. So, there was some of the art that | did. Well, | took that with me. That type
of art after | got married. But then as the children started coming, thers was no place for any type of
artwork. You got eight children in the house what are you going to do with it. So, a lot of R | just didn't
doit. 1 read a lot on it. | did an awful lot of reading on a lot of the culture and a lot of the symbolism and
why certain things were used and the colors and all of that. So, that | did. And then when the children,
the cidest wes . . . um. 'm thinking maybe twenty-five years ago maybe. Well, maybe twenty, | started
back again. Very smail, because | sill had children at home, but not as many. [leughs] So | started
back small and then it just kind of erupted . . . over the years it's just gotten more and more.



Ojibwa Voices 58

K. And you've . . . Have you learned that from what you'd read, or did you remember back from the
days when you were littie?
M. Some of it from, you know, what my grandmother had taught me. A lot of it from what | had read,
to0. And a lot from listening to the eiders. What they talked about, what was done years and years ago.
That came from there. So it's an incorporation of a lot of things. I'm very eclectic in what | do. | take a
fot from everywhere. | don't just follow one area. And you can't. Weill, there wouid not . . . well, there
waould be no way. There is no way you could go all the way back to the oid ways. How could you?
K. Because of the way you've lived . . . | mean it justisnt...?
M. Yeah. It's just not feasible in this day and age. | probabily kill all kinds of little birds and cut their little
fine bones and sit here with [pause] what? |
K. Um, what would you be using?
M. | don't know what I'd be using. | could probably do this, go out and gather seeds and everything
eige, but, | mean, that's not common sense. So you use what you can from other people. Especially,
they've got beautiful beads out now that you can do beautiful work with it, that you couldn't before. So
why notuse it.
K. So the physical material used . .. man-made versus natural has different kinds of energy, but that's
not the most . . . it's the expression?
M. Thers are certain things that . . . yes, they do. Now, | just love the different beads and buttons that
she got from down in Mexico. Like | said, and I'm real chintzy with them, too. But, uniess I've got
something real important that | want to do. Because, like | say, they're hand-made. Somebody took a
lot of $¥me with them and | don't want to waste them. That's somebody eise’s positive . . . | don't know.
They'd have to be spiritual because a lot of time went into making those. it was nat just something
thrown together. | don't want to disabuse anybody else's goodness, positive energy, whatever you want
to call k. So, like | say, I'm very careful with them.

| certainly wouidn't want to go back. My [youngest ?] son is thirty-one. Let's see he was born
in sixty-six. He was three years oid before | moved into a house that had running water or electricity.
OK? | had a set of twins in there. | scrubbed my clothes on a scrub-board. | hauled water. We used the
ouldoor . . . whatever you want to call k . . . privy. | don't want to go back to that. | like my bathroom. |
dontwant to go running outside. | like tuming on my faucets. [We're faughing.] | love my microwave.
No, | don't want that. | iove making coffes in my [coffes-maker] so it goes drip, drip, drip. I'm not one
of those . . . I'm a traditionaiist, according to what sverybody says. | don't know whether | am or not.
Anyhow, they classify me as a tradiionalist because of the way that | do my work and the way that | feel
and the way that | ive. See, I'm very non-materialistic . . . but | don't want to go without my microwave
and all of that, too. And | don't think that's matsrialistic. And | don't think running water is either.

No. | don't want to go back to that. | don't feel you have to go back to that to gain your
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spirituality. Or 10 find your values. Or whatever it is. Those are things that are you individually. They are
not something that, um . . . you have to go and sit around about the boonies.

I'm certainty not going to go back to tanning my hides and sitting there chewing on them. (we
laugh.] No thank you. That doesn't sit with me.

K. Do you find a difference though when you work with home-tanned versus commercially tanned?
M. Yeah. t's an altogether different feel. Right. In some instances | don't care for (home-tanned].

it depends on what I'm doing. Like if you're doing small moccasins for babies, it's really hard. [The
commercially-tanned is] a lot softer. And | fove smoked hide. | just love the smaell of one. | just love to
work with them. it smells so good.

K. I've only ever worked with commaercially-tanned things and done iome handwork with them. I've
never done a smoked hide.

M. Oh, it's just gorgeous. To get them pliable and very easy to work with . . . there is so much work that
goes into it and so much energy you expend putting just forth one hide that . . . | mean like | said, we
tanned our own, but we didn't do . . . My husband made a kind of round container like chicken wire
simost, and open on one end and closed on the other. We lived near a kind of a stream where water
ran and when [the hide] was ready %0 take the hair off of t, we'd put it in there with a bunch of rocks and
set it in the water and then it wouid spin and it would get rid of all that hair. Hey, come on!

And the thing always bothers me and | aiways tell the people when they're talking about pre-
Columbus or that. And | said, even if Columbus had not come, do you think they'd still be doing that?
After this many years? They wouid have progressed over time. Things would have changed. They
would found ways to make things easier, because nobody stays stagnant.

K. You don't just freeze in a point of time.

M. No. They would have, things wouid have . . . they had the copper mines. Naturally there wouid have
been, somebody’s intellect somewhere would have come up with at least making, even if they were
very primitive machines or whatever. They would have come up with certsin things to make their life
easier. They wouid have had to.

(peuse]

K. One ime you mentioned the designs and how when you work that it telis you what it wants to be
in a sense and how it grows from something. Like if you're beading or whatever. And | was really
wondering about some of the design work and how that happens.

M. OK. You saw the loom with the belt on it with the Thunderbirds?

K. Um-hm.

M. Very stylized [indicafes rows back and forth] and you have to otherwise you don't end up with a
pettern. | do ioom work but I'm really notinto it and we were not that much, the Ojibwa people, were
not into loom work that much. Most of our work was applique, because of the creativity. And | find that

e
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that happens to me a lot. | will start out and I'll have an idea of what I'm going to do and by the time |
get done it doesn't even look like what it started out s, because as I'm going | think I'd like this to curve
a little more or this looks a little too straight-lined, because with our art work most of it was circles,
swirls. flowers, you find leaves, curves. That was what most of ours was. Because of where we live
naturally.

K. Because it's all wooded . . .

M. Yeah. That's what we saw. We did have some stylized. Like they would make the teepee or the
pine tree, that type of thing. But a lot if it, most of it, Woodland style is flowers designs, anything,
acorns, whatever you want to talk about. So. It gives you a lot of leeway; a lot of creativity, you can do
a lotof thingi with it. You get on the lcom, you get one bead off, you‘vb thrown off your pattern.

K. ls that when you get frustrated and say | don't want to do this one anymore?

M. Yeah. You get them all on and you get them up there and you say, Oh— wrong! Then it's time to
putit off to the side. [pause)

Symbolism. The colors, the patterns that we've used, ail mean something. What they used to
have would [be] the six-fingered hand. | don't know why that was. On the drums they always had hands.
And then a lot of times the figure of a person because that was a drum [Marge pats table with her
hand] and you go out Southwest and you run into very geometric patterns because it's very flat and
you've got the mesas, you've got the mountains. Very geometrical patterns. So you kind of fall into
whatever your environment is.

What | find, | have a hard time with the geometric becausas its not . . . to me it's very structured
and there you go again, very, very structured. Sometimes | have a hard time with that. Sometimes |
don'. k depends. There again, | have done loom work and I've made flowers and other designs on it
or f've made, sometimes ['ve done geometiic. [We've moved info the kving room again, where the beit
is on the loom.)

Now this is very geometric even though it is the Thunderbird, still very geometric, you've got
ali the sharp edges on it, but that was done with a lot of love. I'm doing that . . . | have a brother-in-law
who is very, very ill and that's going to be a beit for him and that's going to be his Christmas gift from
me. Now that | had no probiem with. That went very, very fast. Lot of imes | will do the geometric
pettermn, [buq | find that it takes forever. it doesn't take forever, but to me it feel like it takes forever. But
there's a iot of symbolism that goes into t, a lot of color. And, my brother-in-law, the one that is very
i1, he lives down in Milwaukee and I've done a number of things for him. Belt buckies, and medallions,
and hat bands, and that. And he has gone down to indianfest that they have down in Milwaukee and
the first me it happened he was very surprised. This one woman walked up to him and she said, "Oh,
| imow who made your beit buckie.” And he said, “You do?" And she said, "Yes,” and she named me.
“How did you know?" "I can tell her work." And you can. There's a number of people that have done
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used a piece of (wood] and | hadn't wrapped it. "That's what's the matter with &t. | couldn't figure out
what | didn't like it.”

She said, "You didn't take much time with it did you?" And | said, "Well, | didn't wrap it." "That's
what | mean" she said, "You didn't take much time with it did you?" | had to stop for a minute and |
thought, "Waell, no. | didn't.” but | hadn't thought about it in that sense.

K. | guess | would have thought about it as natural wood.

M. Well, no. Another thing was that it wasn't natural wood.

K. And you hadn't covered it up.

M. | hadn't even stopped to think of that and she called me on it. | thought, "Oh! | think | ought to be
a fitle more careful from now on."

K. Now if somebody does admire something, like] if you say to Sis, you really like something, then she
will give that to you?

M. Waell, if you really make an issue out of it. If you keep saying, "God, is that beautiful, Oh wouid | ever
love that”, or whatever, yeah, you're aimost obligated. Yeah. it's just . . . | don't know. And you never
keep the first,

K. The first?

M. If you make something, right. You know, when you try something new out, if you're making
something new, you never keep the first one. You always give it away.

K. But your first may notbe your . . .

M. it's usually not too good. But you usuatly give it away. The first of anything.

K. Why do you suppose?

M. Well . . . because you've tried something new and, um, and you always think, “Well I've made this.
| will give it away.” You've given it away. All right? You don't even sell it. You aiways give that first one
away, because then the rest of them that you make shouid all be better or they should be nicer.
K. Because you've been generous, do you mean? [l had & sense at the time and heard it later on the
tape, that | had not understood this and ‘generous’ was not the right interpretation.]

M. Yeah, right. You've been generous. You've already given. So that the next one that you [make] up,
you shoulkdn't run into a problem. Because if you don't give something away maybe the rest of them
will be terrible.

K. Oh, | never would have thought about that. My thinking would have been, oh, | was foisting off my
worst, first effort on somebody. They woulkin't want this. They'd want a better one. But thats notis, is
?

M. And it doesn't make any difference. You could give it to a child or whatever, someone who wouid
reaily appreciate &, even if t wasn't the best.
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K. Because it's the generosity that matters and you get a gift back in making better ones?

M. Right. From then on you shouki be able to . . . Another thing you do is you always make a mistake.
K. On purpose?

M. Well, usually you don't have to worry {/aughing]. | mean most people don't have to worry because
you always end up getting a different colored bead here or wherever it is. Only the Creator is perfect.
You're not. So don't ever try to. Don't try to be perfect. '‘Cause sometimes people will get to the end of
something and they'ii just add on a iittle extra bead, a different colored bead.

K. Do you lay these things out ahead of time or do you just start if you're on the more creative
beadwork, not on the loom?

M. On the apﬁliquo?

K. Yeah.

M. Well, | lay it out, and | never follow it all the time. Yeah. Usually what you do is. I'll make a drawing
of k, whatever I'm going to do. And then I'll kind of color. OK, this is going to be pink, or this is going to
be red, or this is going to be green. And then | put it on cioth and then Ill start. But I'm usually pretty
careful. | dont try to color too dark because | change all of a sudden and then, you know, | don't want
the patiem to show. | usually try to have an idea of what I'm going to do. | try to draw it out firet of what
I'm going to do, so I've got a fairly good idea.

K. [But] this isn't like straight from the mindto the . . .

M. Oh, no. That's kind of hard to do. | usuaily spend a lot of ime on the drawing part, of getling down
what 'm going to do first. That type of thing. You aimost have to. ifs pretty hard to pick it up and say,
oh, here | go, 'm going to do this. Because no matier what you do, even if you're drawing, even if you're
going to do something in oil or pastel, or anything, you've got to get your perspective. This is going to
be here. This is going to be there. You've got to at least have a rough outine of it.

The only ime | dont do that is when | do what | call coliages. And this is what'm . . . Il show
you. f've got s0 much stuff all over the place that | can't find anything [searching]. See these, those are
appliques. Oh, here are collages. Leflover beads. You throw them all in somepilace and just stick your
needie in and whalever comes up, comes up. They did this years and years ago, you know, because
they wersn't about to waste anything. So | do quite a bit of that with the leftover stuff.

Marge and | finished up with her showing me different kinds of work she was doing: a beaded
turtie for her son to use on a medicine beg, beaded rosaries for some of the Catholic eiderly at Bad
River, the top potion of a bear skull her daughter had given to her. k was prepared and cleaned. The
tape ended while we were chatting.
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Joe Rose, October 12, 1998.

Joe Rose, Director of the Native Studies Department, spoke with me at his office at Northiand
College, Ashiand, Wisconsin. Joe is a member of the Bad River Band of Lake Superior Ojibwa, and
of the Grand Midewiwin Lodge. 've been acquainted with Joe for a number of years. Marge Hmislewski
had suggested that | ask Joe about the drum he made for the Midewiwin Lodge. in transcribing the
story Joe toid, | have tried to give some sense of the pace and pauses by line breaks and extra spacing.
No material has been cut from the story itself.

| did not expect to interview Joe that day, but to make an sppointment, o | only had loose
tobacco with me, which | gave to Joe. He explained to me, as Marge had done, that | shouid prepare
itin a small packet. One he showed me was of red feit ied with embroidery cotton in the colors of the
Medicine Wheel. A twig | couldn't identify was tucked under the thread.

| explained to Joe that my thesis was not so much about the technique of making crafted
objects, but their meaning.

{Long pause]
J. Well, the drum in the Grand Medicine Lodge
is called the Little Boy Water Drum.

And there's a long story behind it.

They say that at one time the Anishnabe People were

experiencing hard times.

and that the Great Spirit, Gitchi Manitou,

decided to send gifts to the Anishinabe Peopie to help them out.

And thess gifts were 10 be given to the People through the intercession of seven powerful grandfather
spirits.

and these spirits are so powerful that

if a human being would stand in their presence, it would be a life-threatening situation.

And so that wouid take a special person

to stand in the presence of such power.

So the Great Spirit, Gitchi Manitou, summoned one of his messengers,
the one called the Osh-ka-bay-wis.

BT
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And sent the Osh-ka-bay-wis to the Earth

to search for one who wouid be strong enough
and pure enough to stand in the presence

of such power.

And so the Osh-ka-bay-wis came to the Earth

and began that quest

walking the Earth,

sitting in the councils of many peoples,

visiting many'nlﬁom.

And it's a long story, but they say that

the Osh-ka-bay-wis searched the Earth six imes over,
and was unsuccessful

in finding that one.

And so the Osh-ka-bay-wis returned to the spirit worid
to inform the Great Spirit that he had been unabie to find the one
he was seeking.

The Great Spirit asked the Osh-ka-bay-wis if he would go back to the Earth
to give it one more try.

So the Osh-ka-bay-wis came back to the Earth
and resumed that quest.

Sitting in the councils with many eiders.

He came to a certain village.

Whils sitting in the council of the siders
informed them

of the responsibility that had been given to him by the Great Spirit.

So they pondered what

he had toid them.

And then they toid of a young couple
that lived in a remote area of the village
who they considered to be

oo E—
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good people

and sent the Osh-ka-bay-wis in that direction.

And 30 at that time

this young mother was with child but she had not given birth yet.

And one day the Sacred Bird, the Eagle,

lighted in the tree

while she was going about her chores just outside of the lodge
and spoke to that young lady.

Told her that the Great Spirit had a special purpose

for the child that would be born.

So shortly after the child was born

the Osh-ka-bay-wis came to that,

came to that lodge

and Ga-way-ga-say-is, the littie boy,

was hanging in his cradie board from a tree just outside of the iodge,
smiling,

happy.

His parents were a fittie ways away from the lodge at the time, maybe gathering wood or performing
some kind of chores.

When the Osh-ka-bay-wis saw the child

he knew that his long quest was ended.

That this was the one that he had been seeking.

So he left sacred tobacco, A-say-ma,

some colored ribbon,

&8 an indication that no harm had come to the child. He took the child.

And so0 he became the mentor for that

litle boy, Ge-wa-ga-say-is.

And so it was his responsibiiity to prepare the child for that day

when he would stand in the presence of seven powerful grandfather spirits.
And so as time went on,

the child grew strong and handsome.

As the child was approaching maturity, of course it's a long story baut,

G~
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the Osh-ka-bay-wis took Ge-wa-ga-say-is

to a clearing and they looked into the clearing and there was a beautiful lodge there.
The Osh-ka-bay-wis pulled back the flap of the lodge and

he and Ge-wa-ga-say-is, the littie boy, entered the lodge,

and sitting in a semi-circle

were seven grandfathers

ali dressed in white buckskin

and all decked out in colorful

ceremonial regalia.

And Ge-wa-ga-say-is, the little boy, was startied and maybe even frightened at first.
By this ime he had reached that age where he was in transition from youth to aduithood
and he could feel the presence of great spiritual power.

And he looked over to the first grandfather

and in front of the first g-andfather there was a wooden vessel,

a hollow vessel.

The first grandfather asked Ge-way-wa-say-is

to step forward and to look into the vessel.

He couid see that the vessel was half-filled with water,

this wooden vessel.

And in the reflection on the water

he could see visions

of this beautiful gift that was to be given

to the Anishinabe Peopie by this particular grandfather.

So the vessel was passed on to the second grandfather.

And when Ge-way-wa-say-is looked into the vessel the vision had changed.
And he could see the gift

that was to be given

by the second grandfather.

And in tum the vessel was passed to each of the grandfsthers.

The iktie boy, Ge-way-wa-say-is,

by this ime he was no longer a little boy

even though he's still referred to as the ittie boy,

he saw seven different visions

in the reflection of the water.

R
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And he received the teachings that were associated with that particular gift.

Seven different bundies were put together,

sacred bundies that the littie boy

wouid take back to the Anishnabe People.

And just before leaving those seven bundies were wrapped into one large bundle.
When the iittie boy began to pick up the bundie

to put it on his back

he couldn't budge it.

There was just too much power there and he couldn't lift it.

Osh-ka-bay-wis went back to the Great Spirit,

informed Gitchi Manitou, the Great Spirit, what had happened.

The Great Spirit sent the Osh-ka-bay-wis out

to find a helper,

one who wouid help the littie boy

to bear the burden of that bundle, to bring it back to the Anishinabe peopie.
And the story goes that, again

it was a long quest.

The Osk-ka-bay-wis searched the Earth six imes over

with no success.

Went back to the Creator and informed him

that [he was] unable to find such a heiper.

Gitchi Manitou asked the Osh-ka-bay-wis if he would give it one more try 8o, sent him back down and,
again

this was on this seventh journey, or his seventh quest,

that he waiked the earth and he visited many places.

And at a ime when he was tired and weary and aimost ready to give up
he sat down by s fast-moving stream,

leaned his back sgeinst a tree and

he noticed that there was something in the water.

And he looked over there and it was Ni'gig,

the Otter,

who was playing in the water.

And then he reaiized that this is the one that



he had been looking for.

So he spoke to the otter,

asking the ofter

if he would help Ge-way-wa-say-is, the littie boy,

to bear the burden of this bundle to take it back, these gifts,
back to the Anishinabe People.

So the oftter being very playful in nature,

irresponsible, refused.

But Olhku-b-y-wb was finally abie to convince Ni'gig, the Otter,
to take on this responsibility.

So Ni'gig went against his own nature

in order to serve the Anishinabe People.

Ge-way-wa-say-is and Ni'gig returned to the

lodge of the grandfather spirits.

They take the bundie from the lodge and

began their journey back to the land of the Anishinabe.
After many days of travel

they come to a beautiful valiey.

They look down into the vailey and they see the lodges of
the Anishinabe People.

The smoke rising and curling

from the lodges.

They see a [path] that's ieading from the vailey to the high piace where they're standing
and they notice an oid man and an oid woman,

an old grandmother and an oid grandfather.

They approach the ridge where they're standing.
Ge-way-wa-say-is, the fittie boy, by this time is

an aduit man.

They look into each others’ eyes and right away they recognize each other.
it's Ge-way-wa-say-is' parents,

his mother

and his father.

And so there was a great deal of joy as they were reunited

-
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after many, many years.

Ge-way-wa-say-is and Ni'gig then are invited into the village.
The ceremonial pipe is fturned?].

There is a great feast

to weicome Ge-way-wa-say-is back to his home village,
sponsored by his father and his mother.

The bundies were opened.

The teachings were given to the people

and these were not materialistic gifts,

butgifts

like love,

and courage

and respect

and each one involved a whole body of teachings.

So the little boy, Ga-way-wa-say-is, was turning grey by this time,
middie-aged,

took on a

student just ike the Osh-ka-bay-wis had taken him on.

Began to train him

teaching all the things that Osh-ka-bay-wis had taught him.

And s0 this Littie Boy Water Drum was constructed.

Its haif-filled with water,

and the drum head is made out of a home-tanned deer skin.
The deerskin is laced to the drum head

by seven round stones that are referred to as the Grandfather stones.
And 0

the tying of the Little Boy Water Drum

is a ritual that usually takes maybe twenty, twenty-five minutes
and the story is told as the drum s tied.

They say they're dressing the littie boy.

And that the little boy will speak to the people

through the songs that are sung,

through the rhythm
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of that water drum,

through the stories of the eiders

that accompany the ceremonials and rituals that are performed
by the Little Boy Water Drum.

That the rhythm

commemorates the first song that was ever experienced,

even before the Creation,

the sound that was experienced by the Great Spirit,

the first thought.

So the sound of the Littie Boy Water Drum is a heartbeat of ail creation,
the natural rhythms, the four seasons,

night and day,

the phases of the moons,

the tides, the heartbeat.

So when it's brought into the lodge

it symbolzes, both the Littie Boy Water Drum and the shakers that are used,
they symboiize that first song.

The blueprint

for bringing

harmony and balance out of chaos.

So it's a very powerful,

a very powerful sacred item.

Oh, we have many stories like that.

K. So that when you make it you're aiso telling all the stories that each of the things that goes into it?
J. Especially when you dress the drum. When you tie it. It's a ritual.

K. And that's putiing the tanned . . . Do the spirits of the animals enter into &, of the things you're using?
J. Um-hm. The spirit of the wood;

the spirit of the animal;

the animal hide.

The otterskin medicine bags are used in the lodge, the medicine bags,
commemorating the time that

the otter took on the responsibility of assisting the ittie boy,

bringing the gifts to the Anishinabe People.

K. When it went against its nature to help . . .
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made a sacred object sacred. Joe explained: The spirits of the things which go into making the drum,
or the scroll [referring fo the sacred Mide scrolis), are there in it—all things have spirit, but that is not
what makes the object sacred. it is the ceremony which gives power to the object. For instance, he
could make a replica of the Littie Boy Water Drum which couid be public, or the scroll couid be copied

or xeroxed and made public. These objects would not have the power invested by the ceremony and
would not be sacred.

i ErT—
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Richard La Fernier, Sunday, November 8, 1998.

Richard La Fernier talked with me outside his brother’s home, where Richard is staying, at Red
CHY, Wisconsin. Richard is a member of the Red Cilff Band of Lake Superior Ojibwa. | had not met him
before, but had been interested in talking with someone who did brain tanning. His name was given
o me by a friend. We were trying to arrange a time to meet, and tentatively set it for Sunday moming.
Richard was going hunting, but thought he'd be back early. Sunday moming Richard called and was
available. He'd hit a deer with his truck Saturday evening so he hadn't gone out hunting and he had the
deer hanging. | said 'd be right over. He said, just follow the power lines down Frog Bay Road. Frog
BayRodbnMomlmadem several trailers. | remembered driving down it once before when
| was out familiarizing myself with the area, shortly after I'd moved north. Several dogs had come out
barking st me as | drove down the road, tumed around in the turn-around, and barked at me as | drove
back. t was the same thing again. A iny black dog came out and barked. Then there was a gangly pup
whose name | subsequently iearned was Trouble.

I thought Richard had said to go o the end of the power line, which | did and parked, but there
wasn't anyone around. Richard had said | should look for the person sitting out front in grey overalis
and a black hat. 8ut no one was there. So | got out, kind of looked around. The littie black dog had
followed the car, still barking, and a man came out from two trailers back and was whistling. At first |
thought he was whistiing at the dog, then thought he might have on something that looked kind of grey,
and he had a hat on, 30 | yelied, "Are you Richard?” “Yes,” was the reply 8o | got back in the car, turned
around and parked by his place.

The trailers on the road are practical and functional. They look as if peopie had used what they
had and put thought into whatever they built. There were other people around working on a car, kids
playing. Richard ssems 10 be about in his late twenties or early thirties, a serious demeanor with a hint
of a wry, pointed sense of humor.

| explained my project to Richard and he signed the consent form. | gave him tobacco which
| had prepared in a smail packet of red feit.

The day was grey and cold. On the tape you can hear the sound of our footsteps on the gravel,
our sniffies from the coid, and other ambient noise. We talked as we walked past the last two trailers
on the road where the power line ended. Past a track into the woods with a large, hand-peinted
'PRIVATE" sign next to it. To the turn-around, a cleared space with woods around it. Then we turned
eround, waiked siowly back, the trailers reappearing, the sounds of the dogs and kids reentering the
conversation. The timing of our conversation was the length of the walk. When we got back to the
trailer, the converesiion closed. | tumed off the tape recorder. Richard talked a littie about Trouble and
the wood he was collecting from an oid cabin. And then he said he had to get back to work. | thanked

#—v’-i FepE——



Qjibwa Voices 73

him and left.

[Personal note: There was a quality to this interview which | find quite difficult to describe.
Richard was very intense. He was careful with his words, and seemed to be checking
often (o see if | were understanding. | remember practically nothing of the actual words
spoken during the conversation, except for a few phrases, and was surprised when |
listened to the tape, which | resisted doing for several weeks. What | remember were the
non-verbal qualities: the intensity, the trees up ahead, looking at the tree-tops. Seeing
the 'PRIVATE' sign and wondering who put it up, where the track went. Richard's
concentration and seriousness. My own shift in focus.]

R. Want to walk down the road?

K. Sure. OK.

R. So, your first question was what does it mean to me?

K. Yeah. What does it mean to you.

R. As far as what? Native American? Life?

K. No. About what you do, not just in general, but . . . like if you're going to be tanning some hides.
Getting the animal, and kind of how you got started and why you do it. Like that.

R. | got started when | was . . . roughly, maybe about tweive. And, just making different things. Going
10 a pow-wow, looking st different aspects of the culture, religion, and being introduced to that, just kept
going info it more and more, and more of the dancing, more of the songs, and there were all the other
things that were kind of getiing lost as far as our cuiture and stuff. That was true for brain-tanning deer
hides. And there was also beadwork and the crafts. So | just went through tryin’ to figure out all these
things that just intrigued me. The beadwork and ail these brain-tanning solutions. Talking to different
peopie from all over, from Minnesota and Michigan. And when | was younger, | never hung around with
people my age. | wes always with eiders, making mapie syrup or learning to be patient, taking my time
in doing things, never too much in a hurry. You never get nothin' done right away. Just takes a fitle
while, tanning] your first hides or anything that you ever do, it won't come out right. You just got to be
patient . . . and take your time and understand what you're doing. When we say that hide, or the
buciskin, . . . there's different ways to do it. A iot of people have their own ways. | have my way and |
just, . . . when | get ready and prepared to look at that hide | have to manage to look at the size of that
hide, and what I'm going to do, and what kind of project, then | prepare that hide by de-hairing it and
taking off the epidermis, gettin' the brain ready, keepin'’ the heart sac. And | do a lot of that.

K. What do you keep the heart sac for?

R. The heart sac is aiso like . . . thas fike a . . . it's aimost ike a pouch. And then when you have the
heart sac in there, you pull it out and you get it just right, it will come out like a bag, when you process
R. .. into lesther. And then | keep all that. And | thank all the spirits that give me this knowledge, a good
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way of life. | count those that are there and .. .80 ...

K. Not just the deer, more than the deer?

R. Its more than just the deer. ‘Cause the deer just feeds us, but he aiso has a spirit that's sacrificed
for us, and that spirit gave his life so that we can eat or we can be warm, with this clothing . . . or give
us what we need. And that's how we believe. We believe everything has a spirit, like a tree. in the fall
he'li tell us things. In the spring comes back with all it's leaves, Mother Nature, the spirits that are out
there. So everything that we walk upon, {especially] Mother Earth or . . . all these things that are here
with us aiso have a spirit. We respect everything. And every time that we go get something or go do
something we give tobacco. And that's out of respect for a good life. We pray for those that have s
tough life, like all the trees, we talk about the trees and stuff, whenever we go into those ceremonies
and stuff. We aiways pray for everything because everything has a spirit. Everything is one in this world.
Life goes into a circle and we have to understand that circle. [Said quietly]

[More loudly ] So, as far as the hides, back to the hides again, nobody . . . | just picked it up.
Nobody gave me the inisrest to do it but mysaelif. And when | first got started | just asked a ot of pecple
and got a lot of opinions and a lot of feedback.

K. Were there many peopie who actuaily knew how to brain-tan when you were going to start?

R. A lot of eiders did. They gave me some direction and said, "Well if you do this . . ." So | used
everybody's idea in some form or another but then | kind of formed my own way. And so | have my own
way of doing things, but yet it's all kind of consistent to everybody eise. So that's how | pretty much
started on desr hides. Really, nobody, like | said, directed me into it. | just wanted to see if | could do
it. It was more of a challenge for me. When | got going, | just started. The first two didn't work out so
| just kept going.

K. That's how many ['ve tried so far, maybe there's hope yet, huh?

R. | don't give up. Somethin' ain't right | have to figure out, look at each step that | go into. Like | say,
everything is like a circle, so when | start | iook at my circle and | say, "OK, here's my first step. That
seemed to be all right.” Now, | go to my next step, and | say, maybe | did this, or maybe | did that.
Maybe there wasn't enough of this. So each time | do somethin’ | go into steps where | can . . . those
steps, even sometimes | . . . When | go through life | always think of things like in a goal. You have to
make a goal in your ie. And | make three gosls in my life, | have an everyday goal. | have a goal that's
kind of medium where | can achieve it, but yet it's going to take me a fiitie while. And | have a lifetme
goel. So everyday when | wake up | think about all my goals and what I'm going to do. So | concentrate
on one thing and then | look at that one thing today, and I'll say, "OK, how am | going to do this?" And
there again | have 1o go through my steps. And then my next medium goal is kind of like a big project.
Maybe | have 1o do a iot of planning, or | have to draw out plans, or | have to draw this or make up this,
make up the difference. And then | have a iifetime goal. My lifetime goal that | live is to live a humbie
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Iife, every day. To be humbie to all mankind. To be good to all the spirits that are good to me. [More
quietly.] Those deer, the bear. Everything that we walk with. I've learned that we have to be just as
humble. So those are my goais when | look forward to waking up everyday .. .Do you have any
questions?

K. When you get a deer, like this deer that you've got now, and it's ready to start working with . . . and
youwork with it is it . . . is it like . . . right there with you, like, K's kind of telling you what it's going to
become or, have you worked with the deer enough you know which deer wil! be good for what kind of
things?

R. Spirtually that deer’s there. And like | say, everything comes like . . . We believe everything comes
in & dream. And when we put everything down, we put our tobacco out, and those spirits heip us, and
tell us maybe in a dream, maybe outin the woods. We don't know. When | started, like | said, | had no
direction and | just gave peopie tobacco, and . . . but when | do it today, | look at that deer, that hide,
ke | said, figure out how many steps | have to go to process that. But yes, | feel like that, at some point,
that deer, that spirit's there with me, giving me directions. You know?

K. Um-hm. And each one is different? in how they're formed . . . or what they're like, or what their spirit
is like?

R. Oh, yesh. Sometimes you'll see shapes of animais on their, in the skin when you're ali done. You'li
see a shape here or there or, you know. Then | smoke ‘em and then at some point | give them feast.
K. That I'm not familiar with.

R. You know. Give a feast, or prepare a dish, so that when I'm workin' a hide or something, that |
always keep my knowledge and be humble with those spirits like they talk about. And all those spirits
have to eat, t00. So | prepare a feast to feed all those things and give thanks for what | have, and the
knowledge that | share, you know, and all those great things that | do, | guess, in some ways, you
know?

K. [fm puzzied.) And as you work with a hide you want to do the best you can with it for the deer too,
right? | mean, because you don't want to waste i? What you've been given?

R. Right Yesh. | don't directly ook at one and say, because I've done one hide, [effect it in any way 7]
say I'm the master. ‘Cause being a master's nothin’, you know? You just go on through life and be
proud of what you can do, but you don't brag, i's just part of being humble. And I'm no master at
anything. | just take my time. Put things into perspective for me. And that's how | look at things. So . .
. just like deer hides. if you go too fast, you can rip a hide. Fleshing it. You can rip the hide by taking
off the epidermis. You can rip the hide at any point, if you go too fast, 100 much in a hurry. The faster
you go, the lses you'll ever get done. The siower you go and take your ime the more . . . [Loud sounds
on tape)

K. if a deer has the other animals in the hide, would that mean something?
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saying what way they're going to follow. | don't know if they'd want this kind of life or not, this being
Native American. | mean, it's in ‘em, but | don't know what they want. They're so young. Maybe they
won't want to be involved, you know. Maybe they'll always help me and respect my way; but they
probably wouldn't want to go that way, so | don't push it on them. | don't say, you have to go like this
one. That's up to them when they grow up. They'll find a path and they'll be making that circle. it's a
process that you have to live. [We're waking back fo the house, the little dog is barking. Pause.)

K. Are there other things that you think wouid be . . . to tell somebody about?

R. | would say if anybody was going to try it, 've always said, just be prepared to make maybe ten of
them, because the first two aren't going to work, or maybe the first three. it takes a long time to figure
that out. nhk;cllongﬁmo and you talk to a lot of peopie that know how to do it. Just keep pluggin’
away, even R if doesn't work right the first time, you'll get it sometime. it has to come, but don't give up,
you know? ...

K. | don't know why | wanted to start doing that. A friend gave me two hides and | tried, and | didn't get
toofar. ...

R. They say when you go out to fast, . . . fasting is like for [your ?] spirit, for your people, like & suffering.
When you go out to fast, it dossn't matter if you can't make it four days, you know? it doesn't matter
if you can't go ten days. Grab the one day and at least try and put your heart into it. That's all that
matters. Everything is all recognized. People tell you you're full of iove. You heip peopie out. That's
what K's all about. it's not the money or it's not about the gifts or anything to me. it's just heiping people
out.

K. Have you aiways feit that way?

R. [Nods.] Yeah. | don't do anything for money. Money to me is paper. And I'm just consumed with
everything eise. I'd rather just see somebody happy. | have a lot of compassion for my fellow man. A
lotof .. . | dont have any disikes. | have no judgments. | see a man just for what he is, just a man, you
know. | don't . . . | seek some knowledge, but | don't seek af. | don't know. | go through life and my
philosophy in life is | know nothing. ‘Cause | don't want to know everything. | figure if you know
everything, then why are you here? So | just figure, if you know it all, then who's your friend, you know?
Who would want to . . . ‘Cause you'd only be a one-sided conversation. He'd say, "Well, you can'tgo
that way." Who says that you can't. Nothing's ever imposasible. So | just don't believe | want to go
through e [believing] that | know anything. And that's how | go. . . . Do you have any other questions?
K. | don't, not reaily. You toid me how you iearned how to do it and, you've told me what t means to
you and . . . No, | just like to hear what you have to say.

R. A lot of people do.

K. Do they?

R. Yesh. A jot of people ask me about this or something . . . and | just say "I don't know, but my theory
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is..." | don'tsay, "You should . . ., you shouid . . ." | just say, | don't know, but | have a theory — and
this is the theory.

K. 1 know one thing | could ask you. Since you use the hide to make things from, like for your boys,
does each hide have a different feel to it, or different kind of, sort of . . . message, about what you could
be making?

R. No. Just whatever | see.

K. Whatever you see . . .7

R. As 2 kind of ike, . . . from that point there | just see something there and that's what | want to make,
part of their regalia, and leggings, or anything like that. But i don't ... | don't have no 'messages.’
Klgumlwismlnﬁnomon,maybonot'mmn.'... '

R. Like a dream? Like it comes in a dream or something like . . .

K. Yeah.

R. No. | just want to heip people.

[Sounds of dogs & kids on the tape now.)

K. | guess | was also thinking in a practical sense. Different hides have a different feel. Some are
thicker, or thinner, or longer, or weaker . . .

R. Oh, yeah. Softer.

K. Yeah, softer.

(We've waked up (o the deer he has hanging, a small doe, and we talk a bit more before | thank
Richard and leave.)
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Frank Montano, Red CIiff, Wisconsin, Sunday, November 8, 1998.

Frank Montano is a member of the Red Cliff Band of Lake Superior Ojibwa, and of the Grand
Midewiwin Lodge. Frank has become recognized for his flute making and performance, traveling to
Germany, Switzeriand, and Japan. He was invited to the 1988 Folk Life Celebration in Washington DC.
and was in Madison for the Eleven-Tribe Pow-Wow and the state folk life celebration this summer. He
has made a number of tapes and compact discs both solo and with other performers. Frank speaks
at colleges quits often, holds a talking circie for men who have been in court on various charges, and
has been invoived in tresty-rights actions.

Frank preferred to talk with me without taping the conversation. | taped my recallections of the
interview later that afternoon, then transcribed and edited my own tape. The quotations are not
technically accurate; I've used them with some license when | particularly remembered a point of our
conversation. While | have fried to be as ttue as possible to what Frank talked about, it is now inevitably
mixed with my own understanding and interpretation. Frank has reviewed the longer version of this
interview which is on the compact disc.

| went to Frank's modest, well-tended, and comfortable home on a gravel road at Red Ciiff.
Frank weicomed me and we sat on either side of the living room's front window, Frank with his feet up
in what | surmised was his favorite chair, a small table with an embroidered cioth and a lamp between
us next to the window. Frank seemed to be weighing whether he wanted to talk with me. Frank signed
the consent form and | gave him a small packet of tobacco | had prepared similarty to the one | gave
Richard. Frank asked, "Where do you want to start?” | said, "We could start with how you learned to
make fiutes or with what the flute means to you.”

So, we settied down. Frank, who is now fifty-seven, grew up in Red CIiff. He was one of
thirteen in their household. His family lived without electricity. His mother was a Catholic and this was
the period of ime when all the indian things had to go underground. So, he wasn't raised with the
tradiional indian ways and they were not taiked about. Peopie weren't allowed to speak their language
or perform any ceremonies. (He reminded me later that indians in the U.S. got the vote only fity years
8go.) "But," he said, "even as a boy | noticed sounds.” He heard the songs of the birds; the music of
the water. And 30 he heard sounds all around him and was fascinated with them. His first instrument,
he thought, was @ harmonica when he was fairly young. Then he went on to leam to play other
instruments. He always heard music; the worid was shaped that way for him.

However, & wasnt unil in his late twenties or early thirties when he went on a fast and a vision
Quest, that the fiule come 10 him in a vision. And the way he has lsamed it is mostly through vision. He
started making his own flutes. There were a few eiders who could teach him something about it, but
he mostly learned on his own through visions and experimenting. Gradually, he began to learn.

e
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off not even thinking in terms of time. The sound of the flute is pure spirit with no time at all invoived
with &, it's just pure spirit.”

He went on to tell me about an Elder who had come to his house for a meeting and who had
explsined that when you're sitting there having a meeting, not only are you sitting thers, but your
grandparents are sitting there. Your great-grandparents are sitting there having a meeting. Your
children are sitting there having the meeting. And this goes all the way back and all the way forward.
if you continue to think about it, it gets quite mind-boggling, so you're better off not even to think about
time because there isn't any time. Time is just a creation that people have made. With pure spirit there
is not ime. _

Frank makes his fites from the wood of the cedar tree. He spoke about the cedar tree being
the symbol of life, its importance as & sacred tree, the highest tree in Ojibwa belief. That may be a
reason why the wood from the cedar tree is used. But aiso, he said, it's a very soft wood and vibrates
better than a hard wood. He commented on how much technical knowledge goes into the making of
the fiute as well as the other kinds of things Native Americans have done and do. Many people don't
realize that and think things made by Native Americans are really simple because the things are not
made by computer or industrially. The flute is constructed with two chambers and a bridge around
which the air flows. When you piay a flute made from a hard wood, as soon as enough moisture gets
into &, the moisture seals the passage of the air between the two chambers and you can't play it
anymore. He said he had that happen when he'd tried to play a hardwood flute. But when you play a
softwood flute, as you play, & absorbs the moisture of your breath going through it. The tone of the flute
will change from when you start playing. and as you play it. The moisture in the flute also costs the
wood and provides lubrication for the air flow and the sound. He aiso mentioned that if the fiute has
not been piayed for a while it will be very dry and take some time for the moisture to start penetrating
the wood again.

in Madison (Wisconein) Frank met and talked with a young man, a South American indigenous
person, who made and played flutes. He was attending the University of Wisconsin whers his thesis
was a technical study of indigenous flutes, recording sounds on computer and relating the quality of
the tone to the kind and carving of the wood. He wanted to show the amount of technical facility and
subtiety of workmanship needed in making the flutes to achieve quaiity of sound.

When Frank works on a flute, he said, he has to be sure that he is thinking right while he
makes it Everything he does while he makes the flute becomes part of k. So it's very important to be
thinking in the right way.

Frank spoke of the importance of the circle to Native American thought and how the flute is
made in a circle [referring o the cross section]. Not only is the flute round, but when the sound comes
from the flute it comes out in circles, circular vibrations through the air, like waves. Like a pebble on
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the surface of a pond where you can see the waves dispersing. The sound comes outin circles from
the flutes and continues reverberating. He said you just never know how far it reaches. This is also why
you have to be so careful about your thoughts that are going into the flute, into the music when you're
playing &.

Frank told me about a vision he had fairly recently: His grandmother came to him; she's a
grandmother with long white hair pulled back and she's in buckskin dress and she's the grandmother
wha's taken care of him through ali his iife. She said this was a vision he could tell peopie about. She
said to him, “You know, you've got this word that you use a lot. You use it all the ime; you use it a lot,
but I'm not quite sure what it means. Do you think maybe you could tell me what you mean when you
use this word?* So Frank asked her, "What word do you mean, Grandmother?” She said, "The word
'respect’ What do you mean by that?" And he said, "Oh, well . . ." And he stood there a long time and
he couldnt come up with an answer. She pointed to piece of wood that was on the ground and she said
what do you see there. And he said, “Well, | see a piece of wood.” And she said, “Well, why don't you
pick it up.” So he picked it up. "Well, i's piece of wood. it came from a tree. The tree was living once.”
And she said, “Well look at it again.” And he said he looked atit again and when he ooked at it again,
he diin't just see a piece of wood; he could see inside the wood. He couid see all of the universes that
were inside the wood and in every universe inside the wood was another universe, and it just went on
untii they were s0 tiny he couldn't see them any more. And she said, “Now do you see that that wood
is not just a dead thing or a piece of wood that came from a tree over there. It's living.” He said he couid
see that what he had was a living piece of wood. And she said, "Look up at the sky." He looked up at
the stars and the sky and she said, "What do you see?" He said, "l see the stars and | see the night sky.
And she said, "Look agsin.” And he looked again and he could see the universes within universes
within universes again looking up into the sky. All the living quality of it. And she said, "Now, look at
yourseif.” And he looked at his arm and he could see first just the skin. Then he could see inside the
skin. And he could see all the universes inside his body and again the universes within universes until
they were 90 finy that he couldn't see them anymors, but they continued on and she said, "Remember
that when you breathe, when you take a step, when you move, anything that happens—there are all
these universes on universes around you. Do you think the Creator would have made only you to be
alive, 1o have this [gestuning around]? Everything you see is alive and everything has the same depth
to it, universe on universe in &." "Respect,” then, is something that must take into account all these
other living universes, the spirit of everything. [ ... ]| We are nothing without spirit. Without spirit our
bodies are just part of the earth. it's the spirit that animates the body.

As our conversstion was winding down, | had one question about something | didn't quite
understand. | understood thet the fluls has a spirit of ils own and is not only the spirit of the wood. | have
played flutes since | was quils young; each one has it's own characteristics and each sounds
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differently, and | think of my own flute as being alive (in a sense). But | didn't understand when the
fiutes Frank makes become thet fiute, different from the wood and the wood's spirit that goes into it.
Thete's the wood which goes into the flute, the spirit of the wood, the work Frank is putting into the
flute, and his thoughts while he is working, and yet the flute itself becomes something alive in addition
to the other components. Ris a healing flute, or another kind of a fiute. "Waell," he said, "until it's played
its just a potential fiute. But when you begin to breathe into the flute, the flute is then becoming alive.”
He expisined that when the Great Spirit made man, made people, He fashioned them from clay and
He used a Megis shell to blow the breath of life into the clay to make it come alive, and Frank thinks
itis the same with the flute.

Now, he said, he has fiutes he will play places and that's all that has been done to them,
they've just been breathed into and played. But these are not specific kinds of flutes for particular kinds
of ceremonies. For these other fiutes, the fiutes that become a heasling fiute or a flute for another kind
of ceremony, you have to do all the things which let that flute tell you what kind of a flute itis. What
direction the flute is associated with is involved with what kind of flute it will become. With these flutes,
he said, it's 8 combination of what you have to do to let the flute teil you what kind of flute it is, pius the
breath that goes into the flute. it then becomes alive, and it becomes that perticular flute, and a flute
like that, if it's a healing flute wouild only be used in healing, or if t were a burial flute, would only be
used for burials.

Frank mentioned the songs he plays on the flute. He doesn't know whether they're sll
“authentic® or not. “You can go to the Smithsonian and it's all recorded [writfen down)]. There are
Harvest songs, Feast songs, other kinds. And you can look it up.” He said he wouldn't know whether
they really were or they reaily weren't what they claimed. Some things might be missing from them.
“It's just black and white stuff, it's just notes written down. it's not the real thing. We're an oral culture
and you can't take something and write it down in black and white and call it a 'Harvest’ song, for
instance.”

About here our conversation ended. | thanked Frank for his time, consideration, and
information.



Louis Ogemah, Sunday, November 22, 1998.
This talk about his instaliation, Regeneration, was given at the Thunder Bay Art Gallery, Thunder Bay,
Ontario.

Louis Ogemah is an artist who works in many media. He was born in Sioux Lookout, Ontario
and is a member of the Lac Seul Ojibwa. He has lived in Winnipeg since 1975 and received a Bachelor
of Fine Art from the University of Manitoba in 1992. He attended the Cecilia Jeffrey Residential School
in Kenora.

This instalistion, Regeneration, started out at the Urban Shaman Gallery in Winnipeg in 1997.
Rttraveled to the Wanshusk Onigum, Rat Portage First Nation. itis a teaching and a healing work. The
instaliation was in the south gallery of the Thunder Bay Art Gallery. Upon entering, one walked into the
space Louis had created representing the sweat lodge. Photos of the instaliation are on the compact
disc. it was within this space that Louis gave his taik to the group.

in Regeneration, Louls is specifically addressing the problem of the residential schools and
the Disease of the Euro-American—Colonization, which he describes as a thread that runs through the
fabric of society. “To undo it is a great undertaking.” We live in a "universe of ambiguity” and "our
humanness is constant in revealing ‘truths’ about ourseives as people.” Further, he says, "We are
unique in our humanness, for each one of us has a story to be told.” The instailation is 8 "Sacred
Lodge.” in the space the revelations "are not static.” it has a direction and motion. "Regeneration is
organic.” (Ogemah: Artist's Statement)

After Louis's talk, | arranged with him to use the tape. With the transcription | sent him, | aiso
sent a small packet of tobacco which | had prepared.

. My name is Louis Ogemah. | also go by the name of Ghzhe Anaquot, and my cian is the
Addick, which is the Caribou Clan. | guess the only other name | go by is Piliwewe Nodin which is my
warrior name, my Okijida name. | got that about five years ago and that's probably the last | went to
a sweet lodge. My purpose for going 10 sweet lodges vary. | go 10 sweat lodges only if there's a purpose
for me 10 go 10. When this piece was being deveioped, this was a few years ago prior to that and | was
thinking about this project | was supposed to work on for the Canada Council which were abie to fund
this idea | had about the exodus of First Nations in major cities and towns. But from that point on | wes
sort of doing a lot of introspect, looking into myself and trying to discover certain things about me. And
in doing that | opened up this little Pandora. And it turned out to be a lot of different things about my
family, whers | am today, why | am the way | am today. Why my family is the way it is [Lowis lsughs
softly]. Why my cousins, my uncies and all my relations are across Canada. And of course, | took
Native Studies in school 5o | had an understanding of colonialism. And using that as a means of
everything that | do, that cuts through all the b.s. in all aspects of my, what the system is like, because

R
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see that there's some form of life at the bottom. You see that there's, . . . it's very institutional, t's very
antiseptic. This is much like the design of the bed that | grew up, or | was in the residential school, it
was a bunk bed. Two parts to the bed. t's dual. That shirt is from that school. Same with the jeans. The
bianket, | picked up along the way because | was looking for a certain kind of color to go with the piece.
And red was a very powerful color to me. And seeing as the shirt as being part of that school, | found
it at my grandma’s and | kept it with me during that time. it's actually my brother's shirt, and | used it as
part of the piece, because it was there, and that's how we used to put it at the foot of the bed by the fire
bianket. A bunk bed is used by institutions which house many people and this is, you know, as chiidren
we were put in this place o on this bottom part you see this thing as being life, or somebody living
there. And on the top part, it's this representation of death. It's something that a lot of people recognize
as being, if | may say s0, a pan-indian kind of image. But | think a lot of our practices prior to any kind
of contactwas a lot of . . . we put a lot of our pecple on levels, whether it was trees or other means of
levels. And today we use boxes. We use iittie houses over the grave yards. | don't remember ever
seeing houses in pre-contact. So, my imagination is where it takes me, and 've seen lots of paintings
that had scaffoids in trees in the periods of sbideen-hundreds, seventeen-hundreds. So that's where this
idea came from. | wanted to do something that was ancient, that was something that was a part of me,
that was innate, that was where | felt it had to be was this place of, | guess, the last resting piace for
Us as a people.

But when you turn it around, it's also got a lot of ideas behind it, because at the bottom it
represents the government's agenda against First Nations. It's an institutional bed. it talks about
genocide. One of the things | lsarned when | was going through my studies was the process that the
government had in the past hundred years was to Christianize, to civilize, and to assimilate, trying to
[make] Nalive pecples white. That was the whole ides. In that sense, if you're trying to make somebody
who they're not, that's genocide. i's not assimilation. It's pure and simple, it's genocide. And that's what
the bed represents at the bottom. it's a cultural genocide. It's a genocide of trying to destroy a whole
nation. And | think that's what part of the While Paper was about, this whole idea of taking status away.
s something that has to be discussed, | guess, at great length because where we are right now, it's
sl something that's a healing process. We're in this sort of state, I'm no psychologist, but we're in this
state of denial. We're in various states of fear, anger, those things that we have to deal with within
ourseives as a nation, a macrocosm, of, . . . yeah, macrocosm, as a whole nation. Wae're a pretty
dysfunctional nation, in that sense of the word. And | don't mean on one side. | mean on both sides,
1 believe. And | think that's what the bottom part represents. To me i's genocide. What has happened
o0 our peopile. Myseif, and my family.

On the top partis more of an honorable, as | see R, an honorable death. So this bed is sbout
death and two sspects of it. One is the highest esteem of where we go in the end when we pass on.

33
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the kind of practice and the process that | go through in anything that | do.

So, anyway, the birch bark, this sort of describes my kokum's time, the late twenties and the
thirties. And that's where the first Eastern side starts. And East usually starts with the sunlight. it has
a lot of symboiic representation to it. it has the rising, the spring. it has all those new things—birth. And
that's where it started. And it starts with my kokum being in this school. Then as we move along, we
go into my parents' side fthe south compass point]. This is the fifties, nineteen-fifty-six and nineteen-
fitty-seven. And | got these photographs last year, actuatly, just before the exhibition opened up. !
worked on these photographs and | picked them up in Kenora. | found a guy who used to be an
sdministrator and he told me about a woman who's in her nineties or something. He said she used to
mnmm&m,mmmubmmofpbmm.mmmawlm old lady, but she had
ali these slides, 80 she gave me the sliides and said, "Well, | won't have any more use for them, but you
can have them." So she gave me about fifty slides of the period in the fifties and in fifty-six~—fifty-seven,
| found my father in it and my mother in it. | don't have pictures of them in that ime period, so it was
quite the experience to find that. And so this really worked wel! for the piece and that's my father's
period and my mother’s period. They're both in that school, in C.J. at the same time in the fifties or mid-
fifties. And the South, too, has lots of symbolic representation. That's summer and it's the second
direction. It's got a color that goes with it and usually it's green or eise, it's another color like yeliow, or
. . . but it depends on which tribe you're from, it's got a different color which goes with k. And the
summer, it's also the child, like the growing up of a child, there's a certain age group. So this is where
the growing period is, and this is in the fifties.

By this ime in nineteen-ifty-one, [with changes in the Indian Act] the religion was brought back.
| guess it must have been after the Uniled Nations Declaration thing that they reaiized that maybe they
weren't doing the right thing by outiawing Native religion, and so in fifty-one they repealed the indian
Act that stated that kind of thing about the religion. But they still kept k underground, you know, they
kept it underground for a long ime because of the fear that was attached to . Even today, we still have
a lot of things about . . . because fear seems to hoid us back. I'm aiways approached by eiders or
people who ask me about some of the practices that | do as an artist. And my thing is aiways that I'm
an artist-shaman and my purpose is to heal. 's aiso to teach and one of my main objectives is the
children. If you're going to keep it a secret from the children and it dies with you, | mean, what use is
that. So my job is to try to give it to the youth, to give it to the seventh generation down the road. My
brother ssked me about that, 100. He says, “Why do you do these things?* And | toid him, “Like its, it's
... 1do it for your son.” And his son happened to be just there, he was like five years oid at the time.
"And that's who | do it for,” | said. "I don't really do it for you. | do it for him.” So I'm always thinking
about, you know, giving it to them. If everybody eise iearns aiong the way, that's great. That's just
fantastic, but | try to do R for the children, you know. That's what my main objective is.
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And this is the Westemn doorway. The West is ancther part of that process where East it begins
and West & ends. In the Mide lodges the doorway always points to the East. And it goes into a four-to-
ten day ceremony that inliates go through certain activities happen in the Mide lodge and the Western
doorway, aiways where if's biocked off, because that's where you go through when you're finished. And
it's also where the, | guess, . . . when you pass on, this is where the road goes when you pass on to the
next world. And | think that's the whole idea about the bed, too. it's kind of pointed in this kind of
direction where the head's on that side [Lowis indicates East ] and the feet are in this direction [}He
indicates Wes(]. So it's sort of a traveling kind of a process as well. So I'm trying to keep all these things
inthis . . . | guess, process, keep it working in that direction. And this is the Western doorway. This is
my brothers and my sisters that were actually in the school and there's certain parts in here but aiso
some dysfunctional. One picture that | used in there is my brother and sister, and we were partying so
| usad one picture in there. it just shows the dysfunction that we were going through at the time. Some
people think of it as just having experience, but | seen it as something eise eventually.

There's also one picture | use all the time, is after a vision quest | had in nineteen-eighty-nine
| came back to Kenora, and | did all these things and then | came back to this place, Round Lake.
That's where the Cecilia Jeffreys School is and went across the lake and | told my brother, "Take a
picture of me." | said, “I'm going to do an exhibit in nineteen-ninety-nine . . ." No, | didn't say that. [Soft
laughter] | said, "Take a picture of me.” ‘Cause the school was in the back at the time. Well, k was
supposed to be in the back, but it was torn down in nineteen-seventy-eight. But it's supposed to be
here, but i's not here anymore. it's supposed 10 be in the back of me, across the lake, but it's not there
and on the beginning of that book fLowis indicates the book at the South, his parents’ book], it's in
there. It's got the school, what the school looks like, in that picture. So this is sort of like East to West.
It's sort of like this is where the school leaves at this point. And that's all | wanted to say that part.

Then this is the Northern doorway. And this book describes my sister, my one sister, my baby
sisler, that's J.B., and aiso my nephew and nieces today. And this is the book | call The Book of Hope
because this is where regeneration actually occurs, where we actually regenerate in more ways than
one and that's regeneration of the spirt for us. Even though they were never part of that school system
or that system ieelf, they're sill indirectly affected by it, by the way they are. The way my sister is or the
way my nephews and nieces are. There are certain things about things that sre pessed on that we
learned in that system. And from my parents’ perspective, and my aunties’ and uncles'. and what
happened to them. So this is The Book of Hope and this is where the cycle ends. And | end this book
with a picture of my dad's funeral. Because it deals with death in many ways, in many layers, at a
conceptual level, st a political level, you know. It aiso deals at a level of personal, family, myseif and
my . .. well, my parents and that's how | desl with that.

There's iots of symboliam that I'd also like to say like in addition. There's the cedar, there's
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another important medicine of ours and | use that as a means of protecting the bed. The glowing
undemeath is the Grandfather Rocks. In the sweat lodge there's usually a mound outside. it's a half-
crescent mound. And depending on who's conducting the ceremony, there's a certain amount of rocks,
anywhere from seven to thirty rocks. And they're placed in the fire and they're heated up until they're
red hot. Then they're brought in. And there's a cedar trail that goes around the mound, down the
centre, and into the lodge. And in this particular place this cedar is around the fire. And what they used
{0 do, they'd sprinkie cedar onto the rocks as well to give it a smel! also. it's one of our medicines; it
heals in its aroma. And the glowing part represents the Grandfather Rocks. And the bed is over that.
And that's where | seen the vision. And that's how | want to show this particular piece here. And the two
rocks at either end are personal rocks of mine. This is my buffalo rock here. The other one in the front
is my bear rock. And that's what | use for any smudge ceremonies | have. I've had it for aimost ten
years. That one was given to me by my uncle. He found it at a site where there was spear heads and
things like that. And he gave me that one and aiso some arrowheads. And so | use that piece all the
time for any smudging that | do.

What | want to talk about, though, is all this stuff, everything that's included in here. | go
through a process, as well as trying to find a means of healing, because that's how | see myseif as 8
heaier. For myself, it's healing, but as well for others, it's healing as well. There's a couple of
experiences | want to share with you.

The first time when | exhibited in Urban Shaman Gallery last year | was sitting in the back in
the administration office and | was doing things. And then | heard the door open, ‘cause it had a
squeaky door, and then | heard somebody walkin' through. Then this head poked into the office and
twas this oid guy. Well, not oid, he was around thirty-forty fthe group laughs.], around my age. [Louis
leughs, too.] He just looked oid. He came in and he started talkin' to me. He says, "Eh, what are you
doing?” and all this stuff. | couid tell he was haif-cut. | said, “Oh, I'm not doin’ much.” | was writing, trying
to write, finalize my grant and doing some letter with the Winnipeg Art Gallery thing and trying to finish
off the one with Canada Council, and immediately in my head was how | had to shoo this guy out. This
was like the second or third week in the opening and so | was talkin' to him and we went out into the
gallery and he looked around and he said, "What the hell is all this,” he says, "eh?" "Oh," | said, "Oh,
it's an art exhibit." And when | went out in the galiery with him, there was this other oider guy, much
oider. He was like filty. That's old. [Group /aughs.] So he's out there, too, and they were kinda fookin’
around, standin’ in one place. So | was talkin' to the oid guy and the other guy was standing in front of
the bed, looking at the bed, and the old guy was asking me about "What's all this all about?" and he
wasn't about as half-cut as the other guy, but then | started talkin' to him, “This whole thing is about my
experience with residential schoois, about my kokoum's time, my parents' time, and our time. And my
sisier's, and my nephews and nieces are in this ime. Explaining all this to him and he said, "Waell, you
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know, | was in a residential school, t00," he said, "up north.” And he started tatkin' about his experience.
And while we were talking, then he explained the story to me and stuff. And the other guy in the front
turned around and he was crying. And he was saying he was in that school, too. And he came and
shook my hand. He said, "You know, | know I'm drunk and | know I'm not supposed to be in here
because, you know, you're using the sacred feathers, sagle feathers, so I'm really sorry I'm here, but
| think what you're doing is a good thing.” And they both walked out.

| only say this because I'm only a block away from Main Strest; the gallery is only a block away
from Main Street [in Winnepeg] and with my focus on trying to satisfy Canada Council and WAG, |
totally forgot what my objective was which was my own people. And they're on the . . . | guess, they're
in the front lines, because Main Street is the front ine. And the way | see it, it's a psychological warfare,
is what we're in, even though it's not like there, it's still there. It's a conditioned kind of state that we're
in. And, my parents both died on the front lines. My father died on Main Street and | found my mother
in her spertment. And . . . she disd from aicoholism as well. So those kind of things really look . . . they
all just come tumbiing down on you o fast, and | started seeing where my objectives were supposed
0 go again. So as soon as they left, | realized | was humbied again and that was really good for me.

But | think this is what this whole thing is about. You know. it's about sharing our experience.
We have to rip the bandaids off because in order to heal we have to take ail that off. No more littie
bandaide, you know — that's not what heais us. We have to really look at what's there and this is what
part of this piece is about. It shows certain discordant images, you know, that work in one sense, but
don't work in another sense. And trying to follow through with some kind of discussion, to talk about
those things. And that's basically what | wanted to do with this project, or this exhibit, was to talk about
&. '‘Cause | want people o talk to me about . What do they feel about it. How do they feel about certain
things. For me, this is homage to all my relations. it's sort of iike an alter. Iit's, for me it's a quiet place
to be. And to me i's my family and this is something | pay my respects to, in the highest esteem.

| remember this seven-year oid, at Rat Portage and he come in and he says "What is this?
This is not art.” [Everyone laughs.] "Yeah, this is art.” | start explaining, you know. "Just think of it as one
big painting that you can actually walk into.” He says, "Oh . . . like virtual reality.” [Everyone is
chuckiing.] So he got it right away. | showed him other paintings | did. He says, "l want to walk in that
one next. Could you build one like that?" [Louis laughs with the others.] So anyway, that's what |
explained the piece to him. it's an instailation that | think that's supposed to invoke those kinds of
feelings, you know. it doesnt matter which part of the communily you're from or understanding our
society or understanding Canadian history. That's something we have to look at. This is how [ see it.
This is my vision and | just want to share it with peopie and have people see it or empathize or . . .|
don't know, or just talk about it, or not talk about it. That's it and thanks for coming. But if you have
questions, please ask.
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Q: Is this tobecco around here? [The person indicates the ‘compass’ circle set within the ‘lodge poles']
Louis: No, actually, this is willow leaves. Because | use four different kind of willows. Black, green, red,
and there's one other one. | think it's a white willow. So | use, on the ten in between the red willows,
then | use the leaves and | use them as a mix—mix them together. So | tried really hard not to waste
anything that | took.
Q: So you went out and got the red willows, and went out and got the white wiliows . . .7
Louis: Everything came by accident, | think, in a lot of ways. | went to the south, not by saying "Oh, |
think I'l go south, that's where I'm going to get that stuff.” | just happened to be there and | thought,
"Oh, while I'm here | guess Il get the willows." | just happened to have the truck or the car and picked
up the red willows. And in the north, | was in The Pas, | can't remember what for. | had a van with me
at the time. My brother was up there because he lives up there, too. So | said, “| think | need to get
some stuff here.”
Q: it ssems like with death above the residential school it would be very depressing, but it doesn't strike
me as being very depressing. it seems very hopeful. Do you get the feeling when you work with the
materials that it brings you closer to peopie who have gone before you and the way you want your
children to go, when you do this?
Louis: Yes, in many ways. I'm working with organic material, but | also have an understanding when
I'm working. Because when you're doing things it's . . . your mind goes, too, but at the same time t's
what I'm doing. ‘Cause | have knowledge of the wood I'm using, also other, like the shieid and certain
things that I'm using, 50 | have that connection. Like | can aimost feel my parents behind me, or | can
almost fee! my kokoum behind me, you know, because | know they're there. So I'm doing these things
and | know what I'm doing. So I'm in my unconscious state of mind, I'm actually communicating with
them in that sense.

The way the bed was designed befors, it could hold up people. | had to redesign it for travel.
My brother looked aftsr the show in Kenora, because | looked after it the first three or four days. t was
there for ten days. He looked after it after that and while he was there. He's very supersiitious. He gets
scared of ghosts and stuff like that. And the old band office where the show was at, apparently has
ghosis because St. Mary's Residential School, i's a Catholic school, used to be built right on the place,
and apparently peopie used 10 be able to hear kids and stuff like that. He gets very, he gets all kind of
funny about those kind of things. But he said he wasn't scared. He leid on the bed. He knew the cedar
was around him. He knew the eagle feathers wers there and he said he felt he was in & very powerful
place, sieeping on the bed. And that's where he siept. He looked after . . . he wanted to look after the
Lodge because that's what he feit about the piece.

So, what do you think of my painting? Thank you for coming.
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Notes from my conversation with Louis after his talk.

At the first opening of this installation, it had no interpretation, and Louis realized that viewers,
Native and while, had littie idea of what was going on. So he prepared interpretive material which, he
said, helped a lot. Peopie began to understand that there were layers of meaning, and something
about the symbolism. He had layered time' in the present, incorporating both 'past’ and ‘future'.

During the talk he mentions the center as the center of power. | asked him if, because there
was power at the center, # was a sacred place and/or experience. Yes, was his reply. it was his vision
and it was sacred. When we shut our syes and then reopened them, we were seeing his vision through
his eyes. | wondered about peopie walking into the sacred space. Did it cause disruption? He said he
smudged k every day, but this was not because of the different peopie coming into #t, but to honor his
family who are in the pictures and who are there. He said, the sage and the cedar in the exhibit usually
caimed people, so they were caimer and in the right frame of mind when they entered.

Since it is sacred, did he work in a particular way on it? Yes. You have to work in the proper
state of mind.
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CHAPTER 4:
The Ojibwa Crafted Object:
Discussion

[Personal Journal. Early June 1987. Sitka, Alaska.

- Behind the Sitka Native cultural center is a path through the old trees. |
stepped out on it and sfter a short wak fekt a presence to my right. There among the
trees and set slightly back from the path was a carved folem pole. The light fikered
down around it and it glowed with ife. | went on. Agein, there was another one! There
were several carved poles on the path, set in their natural environment. | walked
around the path several more times. k was the first pole that continued to surprise me.
Each time | got close (o &, | could sense is being there, but wouid not actually see it
until | was right next fo i. X was like frying to see the moment when the spring buds
open their leaves, not something to be captured so easily, nor a point in time.)]

Bead work, a drum, a flute, brain-tanned hide, a gallery exhibit—can this variety of objects teil
us about world view? Ojibwa artisans are all working with different media—do they share
similarities through which we can leam about the worid as they see it? In this chapter, | will
explore the commonalities among this seemingly disparate grouping.

All the artists here talk about traditional meanings which are part of what they create, and
it will help us to try to envision pre-contact North America in which objects like these were made
and used. That world, of course, is still here today.

Pre-contact Setting

The traditions from which these objects come were oral (and pictorial as we have seen
in the scroll). Native North American cultures did not use aiphabetic or syliabic written languages
until after contact. The rich world of meaning which Westem culture has consolidated primarily
(aithough certainly not exclusively) within the written languages, was embedded, and still is,



“odoy s
10 UCISNINIP SABUBUEIAWOS © J0) ANBIENT PUR ARIO $,8UD JSIBAA YNBUOD O UIWA ABW J0PBR) By 1,

‘Addey ‘PoOW SLR JeASIBYM 038 1813 jO Bureq JO SIS SL TPEYS) YIYM POOIU B
S0900890d-={j| ¥ ‘0ACI0 B 'ABqQ ¥ ‘MOPBOW B—LLIO) YUIBS JORO0 AUB JO AojjRA 4OBT

‘shes sjueid £q Pe1eeso 9owid Jo Juids e1e10ci00, B BuIqUOSEP (JAIUM ‘BMQHO) UcIsuLOr
188 'sduRSU! JO4 "SI Bupums.sepun o injdiey 81 ABOJOULDS) WEISOAN WP AQ SLUIODISAD
USEq J0U SBY BOUSSEId SRR AUBUM 80RIdEWOS JO SOUSLEMXD JURR | PUS] 8y Jo BoUesaud
BuRABEIQ S} UNM POUOROUN; PUB PIBED )M £100/q0 PeyR 8y ‘UoRIPPe U|

‘() ,08peMoUY Jo SWaSAS /BogoR/ ‘e [jis SesED AusW Ul pue ‘AjeuiBuoge sem Ao
9SNE30Q SIQIA uB SABM 950U L “ANIGEIdEDE JO AU|IGBIA JIOLR §] SABM PAOES UBOLSLUY SANSN )0
sLpbuans 1890 G JO BUO, LOULNS ,'SMB| [RIMBU S} PUB PLOM SR PJBMG) JOIARYSQ $,Uossed
© 9pinB Aowp Aem 1 u) Op UBD UOSIad B Bujuie|dx® JO JUNOWE BLR LW, S8PaMOLY JO S8IPOq
PRIIBS UBDLSLIY SAGEN IBL) INO JUIOd SIABA PUB X00g ‘PAUORS YL Ul ‘SouUBISUl JOJ

‘SUOROe §,0U0
10 sseudjeudosdde o Aq Ajuo painsesw 9q ued AoBIN30Y, "UOKENis SNbIUN YOS Ul JeMmSUB
1exe o1 9pircid 10U ING ‘9uo SPNG UED ‘SIgMS SUNb SUBLIA LPIYM ‘9BPOMOLY PREINLINDOE JO
Apog syl “Aiqixey pus UoRBNIEAS (S8JINbGU PUB) PaIINDEI LORBNYS RBIPSLULI AUp 0 AUANISUSS
‘pHOM OJWRUAD B UIRM AUOULBY PUE SOUBIEG LMW DRIBIUI ISNW U USYM ‘Buipesisiu
‘Sunpiue j ‘pus WBASIOL! UEBE §i 0N, JOAO AORINIOR, JO) LIADUOD WISISOM 9U) ‘0SS SY
oy s1 BUILRON "S9LOES) PUB SDPSIMOLY SIS LHOQ SINIEN N0 ‘S ‘SIS ‘Sueid ‘slenuy
‘SOINOWSJSD 'SSSed0.d ‘SPU0IS Ul PeJols 0.8 Bulussw pue S8peIMOUY PajeINWNY
0ziOVBINOORUI Aj8Jnue
$1 '95n00 JO 'SIY) "suonRIEUAB Jxeu S 0y Alejrindor 9BpaMOY UD ssed puB Jequiswsl, O}
9|qe $59| PUB ‘(IIBWS 94 1SNW SBPAIMOUY JO APOq BY) ‘210J0I0L) SBPEIMOL LRI Of SSAN0SA
[BIOIERUNY B INOURM YRIeq MOYSWos se aBenbue| uSLM B INOWIM SIMND B JO JUA
0} UG} oM 1B} PRI J0j YonwW Os aBenbus) USHUM 9B} SURDUGLIY-0IMNT SULIO) AUBLU URIIM

96 1901G0 PeNEID SMGHIO UL



The Ojibwa Crafted Object 97

peaceful, turbulent, melancholy, it is the tone of that soul-spirit. As proof, destroy or
alter or remove a porlion of the plant beings, and the mood and tone of that valley will
not be what it was before” (1978, 33-34).

One can add to this the land forms themseives—sea, lake, prairie, mountains—and all the living
beings in that place. Each artist existed within a particular living Place when doing his or her

work.

Transcendence, Immanence

Before | discuss the crafted objects in more detail, some additional points might be
heipful. A difficulty | have, and still struggle with, is what is meant by the Ojibwa use of the word
“spiritual® or by something having “spirit.” From my Euro-American cultural background, my
notion of “spiritual® refers to transcendency. For example, | might go to church and pray to a
transcendent god. Or, in a non-religious sense, | describe an experience of heightened
awareness ‘mystical’ (but probably would not describe as “spiritual”). By “mystical” | would have
meant transcendent or connecting with something beyond or out of this worid. But | generally
think of “spirituality” in association with organized religion (e.g. Christianity, Judaism), and the
thought of a non-aligned atheist or agnostic being “spiritual® produces in me a sense of
inconsistency.

Vine Deloria points out that the Westem religious concept of transcendency is a function
of linear time which allows the Wastern thinker to postulate a future transcendent experience
of a heaven or hell which will reward or punish deeds done in the immediate life. Applying the
notion of spiritual transcendency in an Ojibwa context, | think, would be a misunderstanding.

Viola Cordova in discussing the Apache concept of Usen (a term which coincides with
other Native words for the concept: Blackfoot—natoyi, Lakota—wakan tanks, Navojo—nil'ch’,
Ojibwa—manitou), uses Basil Johnston’s description of the term as signifying something “of
substance, character, nature, essence, quiddity beyond comprehension and therefore beyond
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explanation, a mystery; supemnatural; potency, potentiai® (1998, 27) She goes on to say: “The
concept of this mysterious force aiso shares the notion of its being ali-pervasive. it is everywhere
and in all things. Perhaps is all things.” Again, she quotes Johnston: “{Scholars] continue to labor
under the impression that the word ‘manitou’ means spirit and that it has no other meaning. ...
They do not know that the word bears other meanings even more fundamental than ‘spirit” (27).
According to Cordova, the terms

encampass the notion of something that simply is, that remains unidentifiable,

mysterious, ‘supematural” in the sense that it is beyond pointing to. Nevertheless, this
mysterious something precedes everything else; it serves at the same time as the
ground of things and the manifestation of itseif. (28)

Cordova finds an approximation to this concept in two Westem thinkers: Spinoza and
Einstein. Spinoza maintained a concept of God/Substance/Nature which was immanent and the
one substance which makes up the worid. Cordova notes that matter or nature, which Spinoza
calied this substance, “he saw no problem in calling ... sacred ... Albert Einstein, when asked
whether he believed in God, replied that he ‘believed in the God of Spinoza.” Einstein offered
“us not a worid that was composed of the dualities of matter and energy but of something more
clearly akin to “matterenergy”—there was only one ‘substance™ (30).' Cordova notes that the
new developments in physics present a world similar to the theory of Usen, a world of
interrelationships and interdependencies, but it has had litte effect upon “the sharp dualities
typical of Westem thought (matter/energy, mind/body, material/spiritual, animate/inanimate) ..."
(31).

This “mystery,” then, is all sround us. It is within nature; it is within us. Perception of it
is immediate, present experience. “Spiritual” references and thoughts are not sent to or received
from something beyond, but are a part of the daily matrix.

Tin a conversation with Jos Rose on the problem | was having understanding “spirituaiity,” he aiso used
Einetein’s “malterenergy” in expisnation.

g
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Circularity, Cyciles, and Movement

As noted above, in God /s Red Vine Deloria discusses the linearity of Western time. There is
& past receding from us as we progress toward a future. We can see neither end of these.
“Infinity” stretches beyond and something must have given us a beginning. It is this linearity,
Deloria says, which allows Euro-Americans to posit the transcendent god and to see our history
as an irretrievable, but examinable, past.

Frank Montano tells the story of the visiting elder who spoke about removing the idea
of “ime"” from one's thoughts, that we are all sitting here, myseif, my ancestors, and the future
children. Also, he talks of the sound of the flute as being “beyond time."

“Time® in the Native American sense is cyclical. One of the most obvious ways to
observe this is in seasonal changes—the return of birds in the spring, the maturing of plants in
the summer, the changing leaves and cooler weather of autumn, and the chill quiet of winter into
the melting of spring again. The circling of the sun, the moon, the seasons, the ebb and flow of
tides. The cycies of birth, death, and rebirth. There is constant creation and decay. For exampie,
Louis Ogemah shows the “history” of his family in a circle, and he “layers time® in the present.

Even though we can see these observable examples around us, it is still an
extraordinarily difficult notion for a Western accuiturated person to grasp. How can things not
move forward? There are observable changes in these patterns—they are never the same;
doesn't that mean there is linearity?

| have heard an altered version of the concept of circularity several imes now, once in
a class and recently in an academic presentation: This version says that the circie of time is not
& true circle, but a spiral. There is circularity in that we can observe the cycies, but because we

ZThe inearity of Western time is discussed by many authors and Native teachers. | simply have chosen
Deloria as appropriste here in this short discussion. Cf. Shain, “Time snd Pluralism,” in Aysengwaamizin 2:1.)
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observe that there is never an exact repetition of occurrence, there must be a movement forward
to accommodate this observance. My sense is that this version merely accommodates the
Westem inability to grasp the concept, the inability to let go of linearity and all the notions that
accompany it—progress, improvement, upward mobility, etc.

And while my own understanding may change, my sense, as | write this study, is that this
is a true circle, not a spiral. Also, that “time” as an additional concept is superfluous and
irrelevant. Changes in the cyclic flow are the visible recombinings of all the constant
metamorphses—the continual reorganizing from the cycles of birth and death, creation and
decay. My grandparents are part of that, as | am, and as my future nieces and nephews are.
That is why they are here with me now. It is also why there can be unique combinations of
things, why | am different from you, or that tree is different from another. The ticking of the clock
is just another rhythm in an entirely immanent worid. There is no time to be measured; it would
only come back upon itself.

Movement, thythms, changes, metamorphoses are this dynamic Native worid. When
one engages this fluid and constantly changing worid, the balance and harmony of one’s actions

As an example, we can look at the Native expression of respongsibility for the “seventh
generation® which Louis Ogemah uses. Westemners borrow the reference and think of it in a
linear way, trying %0 think of seven generations away from us in the future. it is difficult to imagine
something that seems so distant, so separated from us. But if we look at seven generations in
a circular way, as the recombining of all that is within the very present, the idea is within our
grasp. We don't have 10 predict what the consequences of our actions might be in some distant
future, we simply see what is around us. What we have put into the world as poliution and
imbalance, will recombine into our offspring.

Now that we have supplied ourseives with several orienting concepts, I°ll move to the
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crafted objects themselves.

From Secular to Sacred

We can see a spectrum of objects made and used in a secular way through objects
which have a spiritual purpose, but which are not sacred; and sacred objects. The range which
emerges from the interviews suggests that crafted pieces can have qualities anywhere within
the spectrury depending on a combination of what materials are used, how the object is crafted
and by whom, and what its purpose is.

Marge Hmielewski and Frank Montano identified secular objects which could be used
in daily and public contexts.” Secular work can be sold and can contain materials which would
not be used in a sacred object It can be made in a social context, and one need not concentrate
one's spirituality into it as one would do with a gift, for instance. Yet it is still important that
positive energy flow into the work.

Seculsr objects may be the beaded earrings which Marge will sell, or a dream catcher
with purchased red feathers. Further, these items could be soid to anyone. Seculer drums would
not have eagle feathers on them. They are for dances at pow-wows where anyone can dance.

Secular work can be made while watching television or during social gatherings, for
instance, when women are visiting.

'm making things, they're making things ... We laugh and we talk because it's ... very
social and which is good. As long as everybody is enjoying there's a lot of positive
energy going on. it isn't spiritual, because that isnt what we're doing. We're
sociakzing. Many of the crafts and that done years and years ago were done by the
women in the moon hut. You're going to be there three or four days, 80 they did their
craft work while they were in there and it was social, because there wasn't only one
woman in there. Sometimes there were three or four depending on how large a

Bwhen | discuss the interviews, | use the artisans’ first names, yet | use authors' last names in other
sections. | have not meant this with disrespect for either. The convention in academic reference has determined
the use of iast names in thoss sections. Because | know the artists and have worked with them, | would find it quite
awkward, for sxampile, to refer to Marge as “Hmislewsii® throughout the theeis.
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purposes. Marge explains: “If | were making something for a spiritual reason, | would try to do
it at a time where | would not have to worry about the telephone ringing. | would want to be by
myseif. Very caim, very [pause] hopefully peaceful. Very into what | was doing. Thinking of why
| was making it, what it was going to be used for. Keeping my mind on that, so a lot of it is with
your thought process. ... even the way you craft something, or the way you make it, it's different
when it's used for spiritual ceremonies.”

Ritual in Collecting Matenal

in coflecting or obtaining material, the artist must make a tobacco offering. In this ritual®®
the artisan recognizes the spirits of the deer, the tree, the plant, the bird, the rock—whatever is
taken to be used in the crafted piece. With tobacco the artist thanks the creator and the other-
than-human beings for the gifts given, makes an exchange for what is taken, and recognizes his
or her responsibility to respect that which has been given.

As Richard explains, “every ime that we go get something or go do something we give
tobacco. And that's out of respect for a good life. We pray for those that have a tough life ... We
aiways pray for everything because everything has a spirit." He continues,

We believe everything comes in a dream. And when we put everything down, we put
our tobacco out, and those spirits help us, and tell us maybe in a dream, maybe out
in the woods. We don't know. ... When | started [learning] ... | had no direction and |
just gave people tobacco.

As Louis says,

fobacco is one of our most, | guess, [peuse] powerful exchange fto the creative forcs),
‘cause tobacco is something that we ues all the time. I've been taught this since | was
a kid, 1o always put tobacco out—put tobacco in the water when we go canoeing, or
boating, or whatever because Mishupeshu is in the undercurrents and this kind of
thing. So everything | did was aiways using tobacco and acknowledging the world

Fin general, | am using “ritual” to denote those rites of a more personal nature between the artist snd the
‘mystery.” At imes, | use the term “crestor” because that is what was most used in the interviews. It can be
synonymous with “great myetery,” “master of ife,” “giliche manitou,, etc. ‘Ceremony” will be used to dencte the more
formal set of acts of which, within the ceremony, a ritual may be one.
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around me and that was the way | was taught. Everything that's in this room has been
picked up—it if was organic it was picked up and | have to [make] a tobacco offering.

And as Joe relates, “When Osh-ka-bay-wis saw the child, he knew that his iong quest
was ended. That this was the one that he had been seeking. So he left sacred tobacco, Ah-say-
ma, some colored ribbon, as an indication that no ham had come to the child. He took the child.”

Sometimes other things are used in place of, or with, tobacco. As we see in Joe's story
the Osh-ka-bay-wis aiso leaves some colored ribbon. Marge mentions that if one doesn't have
tobacco something personal can be left. Another substitute used traditionally is red willow which
Louis refers to: “I used red willow as the main poles [of the sweat lodge] because red willow is
another strong medicine in our usage. When we don't have tobacco we peel the red bark off and
we take the inner bark and we use that as a tobacco. And we use a lot of it for offerings.”

We see, then, that how the material is obtained is very important. The ritual of
exchanging, thanking, and acknowledging responsibility maintains balance and harmony and
allows the spirits of the materials to pass unimpaired into the object being made.

Spirituality of the Materials

The spiritual component of the materials varies. Some materials which have been
purchased (red feathers on the dream catcher) or manufactured commercially such as plastic-
simulsted-wood have spiritin that “everything has spirit." But materials like these would go only
into common ilems. These materials wouldn't be used for more spiritusl or ceremonial purposes.
However, commercially-made and purchased glass beads can aiso be used in something made
o be womn in a ceremony. Joe has told me that the Ojibwa word for bead is “litle spirit berry.”
(One finds a similar meaning for the shells used in wampum.) Or natural material such as birch
bark may be made into items which are to be s0id in the tourist trade, yet can aiso be a
component in a sacred object. The “spirit” in these materials allows them to be used in a
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utilitarian or social fashion. How it is determined which material is suitable for spiritual or sacred
objects seems to be a function of whether the material is natural, and, e.g. in the case of glass
beads, the time taken and the attitude with which they are worked.

Ancther consideration is the relative sacredness of the material. For instance, an eagle
feather is inherently sacred, but a pheasant feather is not. Use of an eagle feather on a secular
object would be “showing disrespect to the spiritual part ..." (Marge)

The spirits of the physical materials, the deer, the cedar, the eagle—of the living, natural,
organic beings, come o live in the crafted object. The deer who gave the hide for the drum, the
cedar which becomes the flute, the eagie whose feather is used on the dream catcher whose
purpose is to heal—the spirits of these beings reside in the drum, the flute, or the dream catcher.
In these instances, the crafted object is being made for a specific spiritual or ceremonial
function, beyond everyday or utilitarian purposes.

Technical Knowledge
in the interviews, the artists talk about the practical challenge of leaming and doing their
crafts. Richard works in steps:

When | get ready and prepared to look at that hide | have to manage to look at the
size of that hide, and what I"'m going to do, and what kind of project, then | prepare
that hide by de-hairing it and taking off the epidermis, gettin’ the brain ready, keepin’
the heart sac. The first two [hides] didn't work out 80 | just kept going ... | don't give up.
Somethin' ain't right | have to figure out, look at each step that | go into. ... everything
is like a circle, s0 when | start | iook at my circle and | say, ‘OK, here’s my first step.
Thatseemed fo be all right.’ Now, | go to my next step, and | say, maybe | did this, or
maybe | did that. Maybe there wasn't enough of this. So each time | do somethin’ | go
into steps.”

The skills and knowiedge needed to create any of these objects are demanding as
Frank, in particular, explains. But there is more than skill in working with the materials. There
is an interchange with the material as one works with it physically. As Richard ssys, sometimes
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he feels as if the deer is there heiping him, giving him directions. One wants to do the best one
can, regardiess of the skill ievel achieved. The effort reflects one’s responsibility to the spirits
of the materials and to the finished piece, what one is putting into the world.

In an earfier conversation, Marge mentioned that if she beads a ieaf and “I had to think
of what to do next, | wouidn't be able to do anything eise, the leaf would stop. it's the flow of
energy from the hide, the design, and through me—circular—that let's the design flow. From the
leaf comes something eise and it moves outward.”

The Spiritual Attitude Guides the Work of the Hands

The mind-attitude of the artisan during the object’'s creation will become an integral part
in the life of that object. This state of mind is put into the object as the artisan works with his or
her hands and tools. The artists talk about being peaceful while working, hopeful, undisturbed,
thinking “right,” thinking of one’s purpose, and working with positive energy.

Marge explains: “if I'm doing something for someone | really care about, for my family,
for spiritual, whatever, I'm very careful with it. | feel that if | don’t do right by whatever I'm
making, then it's not going to do right by the ceremony, or whatever it's being used for. So if |
don't take care with it, then it's not going to be careful either..."

The same is true for how one plays the fiute. Frank talks about being very careful about
how he piays because the sound reaches out and one doesn’t know what or whom it will affect.

Especially for the creation of a sacred object, investment of one’s intense being is
needed. Marge again: “When | do things where my spirituality is needed, or my spirituality
comes forth, ... all of me is in there—not just my fingers ... it's my thoughts, my—ail the positive
energy | can give it. ... | allow the whole of my spirituality to take over, the whole of it,
everything.” Creating something for ceremonies is a “high plateau® of spirituality.
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The artist is not alone when creating. We saw above that Richard feels the spirit of the
deer with him. Louis says,

I'm working with organic material, but | slso have an understanding when I'm working.
Because when you're doing things ... your mind goes, too, but at the same time it's
what I'm doing. ‘Cause | have imowledge of the information of wood I'm using, like the
shield and certain things that I'm using, so | have that connection. Like | can aimost
feel my parents behind me, or i can aimost feel my kokoum behind me, you know,
because | know they're there. So I'm doing these things and | know what I'm doing.
So I'm in my unconscious state of mind, I'm actually communicating with them in that
sense. '

Taking one's time in creating something seems an important aspect of “thinking in the
rnight way.” Not rushing, attention to detail, taking care in what one does. The actions reflect the
state of mind, and the state of mind needs time.

As Richard says about the deer hides, “if you go too fast, you can rip a hide. Fleshing
it You can rip the hide by taking off the epidermis. You can rip the hide at any point, if you go
too fast, too much in a hurry. The faster you go, the less you'll ever get done.”

In talking about the beads she had been given, Marge notes, “There's an altogether
different feeling when | am working with these. They are hand-made. Somebody took an awful
lot of ime with them ... and | don't want to waste them. That's somebody eise's positive—| don"t
know. They’d have to be spiritual because a lot of time went into making those.”

Life Attitude
in the story of the Little Boy Water Drum there are seven teachings associated with the
drum. Benton-Benai tells about them in The Mishomis Book:

1) To cherish knowledge is fo know wisdom, 2) To know love is to know peace, 3) To
honor all of the Creation is to have respect, 4) bravery is to face the foe with integrity,
$) honesty in facing a situstion is to be brave, 6) humility is to know yoursetf as a
sacred part of the Creation, 7) truth is to know all of these things. (84)

These feachings around the drum allow the eiders to teach the young peopie. “This relationship
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provides a link between the knowledge that must flow between generations. It provides the links
for an unbroken string of lives all the way back to our origin as a people® (72).

The ways the artists work and their attitudes toward the materials are part of this greater
life-attitude. For example, acknowiedging what one takes with the gift of tobacco is important.
Itis not, however, a separate action but part of this life-attitude toward what one is given.

As Richard works with the deer, processing it into all the parts which will be used— the
hide, the meat, the organs,

| thank ail the spirits that give me this knowledge, a good way of life. | count those that
are there. ... It's more than just the deer. ‘Cause the deer just feeds us, but he also
has a spirit that's sacrificed for us, and that spirit gave his life so that we can eat or we
can be warm, with this clothing ... And every time that we go get something or do
something we give tobacco. And that's out of respect for a good life.

Of the necessity to be humble Richard says: “My lifetime goal that | live is to live a
humbie life, every day. To be humbie to all mankind. To be good to all the spirits that are good
o me. Those deer, the bear. Everything that we walk with. I've leamed that we have to be just
as humble. So those are my goals when | look forward to waking up everyday.”

Louis was reminded of the importance of being humbie when the two men wandered
into his instaliation at the Urban Shaman Gallery on Main Street. °| started seeing where my
objectives were supposed to go again. So as soon as they left, | realized | was humbied again
and that was really good for me.”

The value of patience and persistence is shown within the story of the Littie boy Water
Drum as the osh-ka-bay-wis, “servant’ or “heiper,” carries out the tasks given him by the Great
Spirit Of trying one more time. Also the ofter, going against one’s nature to heip others. And in
hearing this story, we can see its relationship to the life-attitudes of the other artisans. The
feaching is in the story which is related through the tying of the drum. The leaming is again re-
MahMMaMum.mmMummmle in the crafted object.
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Symbolic Meanings in the Matenals

All organic or natural materials used in the crafted pieces carry their own traditional
teachings. The tying of the drum is an overt, direct teaching of cultural knowiedge and tradition.
Other knowiedge, teaching, and meaning may be implicit: colors are often associated with the
medicine wheel and represent the meanings of the four (or six) cardinal directions. Design may
be symboilic such as in the use of the Thunderbirds in a gift of healing. Animals carry teachings,
for example, the deer reminds one of its sacrifice to feed and clothe the Anishnabe; the eagle
is the sacred messenger of the great spirit.

Another example are plants which are used. All the artists use tobacco as an offering.
Frank uses cedar to make his flutes. Louis uses cedar, sage, and different kinds of willow in
Regeneration. "[The] mysterious powers ... might be found in objects— thunderstorms, charred
wood, obsidian, feather. Each plant has a special power and personality which doctors, medicine
people, and other specialists leam to know and address’ (Beck and Waters 10).

Tobacco is one of the four sacred plants sent from each of the four directions. The others
are sage, cedar, and sweet grass. All four plants are indigenous to North America. Tobacco is
from the East; the direction of new beginnings. Stories are associated with each plant. As well
as medicinal qualities, they sach have spiritual characteristics and particular uses. (Benton-
Benai 24)

The Object Becomes Alive

As we have seen above, all the artists who spoke with me acknowledged a great
responsibility for their thoughts and actions; everything they put into the crafted object will live
on—the object putting back into the world what the artist has put into it. The artist is not doing
something separate from or “like” what the “creator” did, but participating in the Act of Creation
which is continual.

R
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We see this in Frank"s description of when the flute becomes alive. When it is first
crafted, it is a potential fiute. When the breath is blown through it, it becomes alive—again an
act of re-creation. And, through ceremony, the flute will communicate what kind of flute it is, what
itwill be used for. Louis's vision as he re-creates it in the installation has its own life and being,
as it did when he saw it.

Because the objects are alive, they need special care. Louis smucdges the installation
daily (or arranges to have it done), to honor his family and to show his respect to ail the spirits
which are there.

Feasting is a ceremony "taking care® of or respecting the fiute, the drum, the spirits, the
art. For instance, part of the care of the flute is feasting it on a regular basis.

As another example, | attended the opening of Amoo Angecoombe’s (Ojibwa artist)
mother's drawings at the Thunder Bay Art Gallery. He, with his daughter’s assistance, conducted
a feast for the drawings. He said the Elders had told him this should be done for artifscts and
art, because they were living.

Richard also feasts the spirits: *At some point | give them [the deer whose hides he tans)
afeast. ... Give a feast, or prepare a dish, so that when I'm workin' a hide or something, that |
always keep my knowledge and be humble with those spirits like they talk about. And all those
spirits have to eat, t0o. So | prepare a feast to feed all those things and give thanks for what |
have, and the knowiedge that | share.”

Regeneration—the Instalistion

Louis works in modem ways by exhibiting a work in an art gallery, crafting an instaliation,
and sharing a personal vision. These are accommodations to the contemporary situstion and
issues through which the traditional practice of healing can take place. The shamanic and/or
Midewiwin purpose to heal is directed toward all those peopie Louis sees as affected by the
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“‘disease’ of colonialism—a mind-set and import of the European.

He crafts the installation consciously using the traditional ways, offering tobacco for the
organic materials, using plants which have powerful medicinal and spiritual qualities. Re-
enacting the place of the vision and the vision itseif. The space becomes the sweat lodge, and
the people who need healing are invited into it. He layers ime and meaning. We can see the
medicine wheel in the installation.

As-in more traditional work, each material has its Ojibwa cuitural meaning, but by choice
of plants and materials, non-Native people can feel the spirituality of the work without knowing
the traditional cultural meanings. Even if one is not aware of the Midewiwin sacred scrolls on
birchbark, using birchbark is familiar to non-Natives. Louis aiso uses the funeral scaffold, a more
generic Native image, to invite the non-Native to connect with something recognizabie in order
to find further understanding within the work.

Meaning is circular. Death becomes honorable death, becomes life. The family “history”
in the birchbark photo albums circles hopefully toward regeneration in spirit as it cycles again
to the East. Regeneration of spirit, healing, may aiso be regarded as transformative for all who
participate in the installation.

Powerful Objects

| have talked sbout all the things which make up the crafted object and its becoming a
unique being. What | have not addressed is the power of certain objects. For me, trying to
understand what “power” means is quite difficult, and perhaps the way to approach it is to look
at those objects which are said to have “power” or to be “powerful.” In this study that would
include: the Littie Boy Water Drum (sacred items “consecrated” by ceremony); Louis's vision
(personal visions); the center of Louis’s vision; the sound of the flute, the sound of the drum and
the retties; certain plants such as tobacco, red witlow, cedar, sage, and sweetgrass; the eagle;
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and things made for ceremonies which are done with an intensely spiritual state of mind.

Why is something said to be “powerful®? Joe described the Little Boy Water Drum as
being a sacred, powerful object, the ceremony investing the drum with the power. Louis also
identifies his installation as a “sacred place” a “place of power”. Power, then can come from
what the object is or from the sound. The flute when played, whether it is secular or sacred, is
powerful. Ceremony can invest power, and power is associated with vision.

Power, then, seems to be an intimate participation in the sacred, participation in the
power of the “mystery” or matrix, the hidden or unseen spirit, through ceremony or vision. Marge
talks about participating in ceremonies and getting a “high® which she wouldn’t reach
individually. In The Sacred, Beck and Waters call this spirituality “collective-mindedness.” Power
in sound is especially sacred, touching the heartbeat of the world, the first sound, the rhythm and
pulse of life.

We have seen that what the artist makes takes on its own life and is a living presence
in the world. What is created takes up the characteristics and spirits of the materiais which go
into it. it takes on and carries with it the attitudes and energy, the spirituality, which the artisan
puts into it And what is created carries all the cultursl meanings and traditional knowledge
associsted with the materials, the artist, and the kind of object it is. In addition, the crafted object
has its own character and spiritusiity. The crafted object—whether it be a flute or drum, is a
being in itself, one which has the breath of its own iife. It /s the same way | am or the hawk flying
is.

An object may be a humbie pair of eartings or a sacred drum, but the object lives its life
putting forth its own spirituality and power.

in a contemporary context with which the reader may be familiar, if we understand the
crafted object as alive, and especially if it is a sacred object, we can picture these in museums,
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catalogued or exhibited without the proper ritual care. These objects have been taken from their
meaningful, natural environment and home. They have been taken out of their context, their lives
diminished or dormant. There are some museums and galleries which are sensitive to this and
aliow for the proper rituals and respect for the crafted pieces.

It is important, then, to realize that the crafted objects are themseives beings in the life-
world.

e
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Chapter §:
Transformative Philosophy:
Supplying Content

in Chapter One, | noted that my corollary objective was to find a framework within which to move
from a Westem to Ojibwa worid view and that transformative philosophy seemed to offer that
structure. Transformative philosophy is specifically moving to a state of wider consciousness
which, in Western terms, is called *mystical.” This philosophy does not apply to understanding
a culture which does not itself cultivate or practice a wider consciousness, for example, moving
from American or Canadian to French or Swedish.

| believe the artisans with whom | spoke function within a state of wider consciousness
or awareness when they craft spiritual or sacred objects. They use the English word “spiritual®
to describe this awareness. Further, | think this state of awareness is not confined to the aspects
of revelatory, ranscendent mysticism of Westem religious experience, but is a highly developed
mode of consciousness within which the intellect functions; one has ongoing holistic interactions
with the sensible world.

Stace gives several examples of what he calls extroverted mysticism. These examples
are momentary experiencings of the oneness of the natural world. Peopie “see” and experience
this oneness, but do not interact within it

Stace aiso describes a less usual occurence in which the person lives within the
mystical experience for a period of time. The person functions in the ongoing state of mystical

3 am confining myssii to the experience of creating and experiencing the objects, but am not
the visions fram which some of them arise, ¢.g. Frank's lseming flute-making through the heip of & Grandmother
in vision, or Louis’s experience of the vision in the Mide sweat lodge.

F
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experience. Itis my contention that this is generally the state of mind in which the Ojibwa artists

work. But, now that we have used Western termirvlogy to describe this state of mind, and

tentatively identified it from the Westemn view, we need to throw away our Westemn concept.
Let us retum to some of the descriptions of Ojibwa spirituality and of how the artists

Marge said that Native spirituality is not the same as Westem religion. The imposition
of authorized, organized religion was, for her, a surface accommodation which did not change
her inner (Native) spirituality. Ojibway spirituality is a matter between the individual and the
creator (here meaning the mysterious power or force which was discussed earlier), a matter of
seeking balance according to what the individual needs.

This state of working focuses the mind in a particular way and the physical work
expresses and transmits this into the object for which spirituality is needed. *! allow the whole
of my spirituality to take over, the whole of it, everything." As Marge explains it, there are
different piateaus of spirituality. There is daily spirituality which

is part of my spirituaiity, but that's my individual spirituaiity. Then, we have what | have
always classified as group spirituality. And that's when there are ceremonies, and
that's when everybody gets invoived in the same spiritual aspect. ... that's a very

strong, passionate, overwheiming spirituality. I've gone to Midewiwin ceremonies,
thers are other different ceremonies and you get so caught up in it that you're just

riding a high. ... You don't want to come down. ... that's a high piateau.

The life-attitude of humbleness, thanksgiving, respect, is the outward appearance of
spirituality the way Richard expresses it. This keeps one in a proper relationship with the
“mysterious foroe® with which one is connecied. As Louis states: “What [spirituality] comes down
to is ... how you treat other people.” Losing one’s spirituality is loss of orientation which
connection with this force gives. At the North in Louis’s installation is “... the book | call The Book
of Hope because this is where regeneration actually occurs, where we actually regenerate in
more ways than one and that's regeneration of the spirit for us.”

T
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Richard was the ieast conscious of my own lack of understanding of this life-attitude.
Marge, Joe, and Frank were conscious of my limitations and made an effort to explain to me
what they were talking about. Louis was aware of this lack of understanding of non-Native
people in general and made a conscious effort to have the spirituality and power of his
installation accessible to the non-Native through experience and discourse. | think my
experience of the intensity of the conversation with Richard was because he was not making an
effort to talk “at my level” but allowed me to experience with him what he was describing— the
spirits of the trees, the feit spirit-presence of the deer, the attitude in which one is connected.

Beck and Waters in The Sacred call the ceremonial experience “collective-mindedness,”
which Marge calls the “high plateau® of spirituality. The artist, working alone with the materials
to create an objectbeing to be used in a sacred or ceremonial way, has a particular
responsibility to invest it with spirituality commensurate with its purpose. This entails thinking
and acting from within a certain mind-state during the process from collecting appropriate
material, crafting the object, and caring for it after it has been created.

| will include here an experience | had shortly after | talked with Marge and she had
expiained the way to use tobacco and the way in which one needs to work with a spiritual piece.
| was planning the making of two bags of brain-tanned leather which were to be very special
gifts. | wanted them to include several items of which one would be cedar bark. | took tobacco
and went to the woods where | live where there are cedar trees. | went from one tree to another,
put down some tobacco, seid thank you, took some bark, and went back to the house.
Something did not feel right; | was very uncomfortable. What | had done did not seem in keeping
with the gifts, nor was there a “response” (the only way | can describe it) in return.

| thought it over that night. it seemed 10 me one tree in particular was appropriate for the
gifts, and the next day | went back to that tree. This day | took time. My dogs were with me and
they went off exploring on their own. | thought about that cedar tree and why it was appropriate

WW‘ L TN
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for the gifts; why | wanted to include its bark. | thought what the gifts meant as symbols of the
qualities | wanted to give to my nieces for whom the gifts were intended. The daily sounds of the
woods receded and suddenly there was the squeaky sound of the pileated woodpecker’s wings
as he flew close to me. He landed on a nearby tree and drilied for a few moments. Then he left.
Next came the burst of busy rustiing and flapping as a grouse flew up to a branch in front of me
where she perched for a few minutes and then left. Then there was an insistent dry rustiing noise
behind me until | finally turned around. A white-breasted nuthatch was vigorously scrabbling
through the curlings of bark on the birch tree. | sensed it was now the time to give the tobacco
fo the tree. | then took the bark | needed and the dogs retumed along with the common sounds
of the woods and we all went home. This day | knew | had acted correctly. Each bird had given
something of itseif to the gifts, aithough | hadn't presumed to ask. | had thought what the gifts
were for and who they were for. The world ordered itself around me and interacted with me
differently than it had the day before when | thought and, therefore, acted in a different way.

This was not the first time | have had an experience of this quality, but it was the first
time | deliberately thought/acted in such a way in order to enter into a differently-ordered
interaction. | then tried to move into this frame of mind each time | thought of or worked on the
gifts. | think this is a rudimentary exampie of functioning within a widened state of awareness,
which, within the Ojibwa culture, is a highly developed mode of interaction ranging from daily
spirituality to the most intense collective-mindedness.

This experience, then, illustrates the transformative process, a combination of
experience and reflection. | had been given an “experiential method™—how to approach
gathering material. | followed the method and had an experience of which, on previous
occasions, | had been aware but had no way of explaining. On this occasion, the experience was
defined and | understood that | was engaging the life-worid in a different way, and it was
responding © me. in Ojibwa terms, | was respecting the other beings from whom | was asking
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for something. | was acknowledging the gift and my gratitude through giving tobacco—a
powerful spiritual presence. Because of this experience | now look at how | am interacting with
others differently than | did before. It also gives me some additional understanding of what the
artists mean when they speak of working in the appropriate way.

Earlier | discussed Abram’s locating of “consciousness” within the sensible and sensing
worlid. We may be sble to associate this “consciousness’ with the “great mystery,” the
unknowable force which permeates all things and from which all things form their own unique
expression—which Cordova identified as Usen for the Apache, or Manitou for the Ojibwa (or
which Spincza called God/Nature/Substance). For instance, Louis says: ‘[There were]
shamanistic practices in my family ... So | had the ability to see certain spirits when | was
growing up. ... It's happened to me and | know there's something stronger than me out there.
| know we have a control of it; it aiso controls us. There's a power out there. There's an energy
out there.”

Using transformative philosophy as a method to bridge Westem and Ojibwa world
views, one may experience a transformed understanding. if we can comprehend that the life-
worid can be conscious and sensible, we may be betier able to understand how an Ojibwa artist
can regard a fiute or a drum or a beaded design as a being with purpose and with which one can
interact.

| also pointed out Abram’s explanation of the layered life-world, in which all things
participate, and from which the cultural life-worids form. Another way of exploring this is to look
at any one of the Ojibwa sacred plants: tobacco, cedar, sage, and sweetgrass. Cedar, for
example, has a unique life-force (*special power and personality”) which is part of the life-world.
This is the life-world non-Ojibwa have access to even though we have a different cultural
background. However, our culture may not have given us the tools to understand the cedar in
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this way—as a particular power. This does not mean that this understanding is inaccessible to
us. This is the job of transformative philosophy: to help us widen our consciousness to be able
to actually perceive the cedar in this way; or, at the very least, to understand that others can.

An indication that this is the case—Louis’s instaliation needed to be smudged (i.e. the
wafting of smoke from cedar, sage, or sweetgrass over the object) each day. But as he was
going back to Winnipeg, he arranged for one of the interns at the gallery, a non-Native man, to
do the smudging. In this case, it is not the person who is doing it that matters, it is the act of
doing it with the proper piants. Louis also mentions that the properties of the cedar and the sage
used in the installation calm people and heip put them in the right frame of mind when they
come into the exhibit. The smudging is done to honor Louis's family and the power of the vision.

The cultural layering is the meanings, stories, myths, etc. associated with the particular
plant This cultural life-worid is accessible to us from two directions. We may leamn descriptively
Ojibwa cuitural beliefs and practices associated with various plants, animals, etc. while still
within our own worid view. Or, we can make the effort to participate with the life-world in a
*spiritual® way and begin from there to leam the meanings of the Ojibwa cultural “layer.”

in the installation Regeneration, Louis layers the life-world with personal and cultural
meanings in a healing process and within the sacred/powerful space of his vision. In addition,
he has invested it with the spirituality of traditional practices in crafting the work. Entering the
installation can be a transformative experience.

Ancther example of cross-cultural transformative experience is the flute music. As Frank
describes it, the high notes in the Ojibwa songs are the spirit notes. “The sound of the flute is
pure spirit with no ime at all involved with it, it's just pure spirit” The low notes are the notes of
the people. Sometimes at concerts peopie tell Frank that they have feit transported spiritually,
they haven't known whether or not 1o clap. He explains this as the bringing together of pure spirit
and the peopie through the powerful music of the flute. Because of this power, he feels a great
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responsibility to think and act with care, because what he does will, through the music, be put
into the world.

| think with this understanding we can move beyond the Westem definition of mystical
experience and realize that there is another state of awareness, called “spiritual® by Ojibwa, in
which one can function. This mind-attitude can be, and apparently is in Ojibwa cuiture, a highly
developed mode of thinking and interaction within which the intellect functions. When one
functions within this mode of awareness, the world of potential experience is ordered differently
of its own accord. This mind-state is accessible to non-Ojibwa people through the
transformative philosophical process as | have demonstrated in this study.
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Chapter 6:
Reflection

Mary Black notes that Ojibwa phenomenoiogy is “more advanead than in Westemn society”
(which cmmd a phenomenological dilemma for Hallowell) (93). The move from a Westem
inteliectual view to a basic understanding of an Ojibwa world view offers a considerable
challenge. Approaching Ojibwa world view from the grounded life-world may offer a viable route.
In this chapter, | reflect on what has appeared by using this route.

The “spiritual” nexus has been particularly difficuit to understand. That it is immanent
rather than transcendent means that it is in the here-and-now, and appears to be sensible.
Abram uses the words ‘matrix,” Flesh," “mystery,” and “power” to describe this invisible
presence. We can, | think, with some reliability, identify this with Usen, Manitou, Natoji, Nil'ch'i.
Louis, for instance, simply calls it “a power."

We have seen that the “mystery” (one of the words which connects the Westem
interpretation and the Native) is sentient and sensible, animate and aware. From this Flesh or
matrix the perceptually reciprocating entities arise (and are not limited to humans). “Everything
has spirit” but only natural things and some man-made things go appropriately into a sacred
object. The “spirit” of each being goes into the crafted object. And, the crafted object has ‘a
spirit’ of its own. How can these statements be reconciled?

If we connect “everything has spirit’” with the being of all entities in the matrix, and if the
malrix is the “matterenergy” as suggested by Cordova, then we can see that all things—earth,
rocks, ducks, humans, aluminum, piastic—since they are composed of this, have “spirit.” But
the spiritual being of each is different. | would suspect that at the life-worid level, each thing's
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unique combination of “spirit" or matterenergy gives it its own particular spirit or energy, some
appropriate for sacred objects and some not. Frank says that it is the “spirit which animates the
body.” This sounds as if it were mind/body duslism. However, we can understand it as this
unique combining of matterenergy (or one “substance").

How do we account for something “becoming animate™? All entities are animate, simply
by participating in the ongoing cycle of birth and decay, the recombining and decombining of
spirit. itis somewnhat different for a crafted object, however. A person.creates the object in a way
commensurate with the kind of life the object will have. A utilitarian object has a purpose in daily
life and is created with the appropriate investment of spirituality. it is then “used” or becomes
alive as it functions interactively according to its purpose. A sacred object, needing more than
the human person can put into it, undergoes ceremony to become fully alive in accord with its
purpose.

The matrix or “mystery,” has its own rhythm or puise, its own “heartbeat” which musical
instruments such as the flute or drum bring within the range of human hearing. Whether for
secular or sacred purposes this expression is powerful.

That these qualities can be sensed is acknowledged by Abram, and by Ojibwa and other
Native peoples. Searching for a way to identify which sense does this, Abram identifies
‘imagination” as the one which functions in this capacity (in concert with all the other senses).
itis possible that a component of “spiritual” awareness, which is part of Ojibwa wholeness, is
the synaesthetic sensing of this rhythm.

“Power” abides within the mystery and can be manifested in entities. Is it possible to say
what “power” is? | refrain from attempting this. | have not had an experience of it of which | am
aware. | have been able 10 list manifestations of power from the artists’ statements, but this does
not say what it is. Marge refers to a “spiritual high® when participating in ceremonies or when
being in the Southwest among the places of the Anasazi. Louis’s brother found that sleeping in

-y



Reflection 123

the center of Regeneration, the piace of power, was a way of feeling protected.

Ceremony invests power in a sacred object. Joe talks about the power and sacredness
of the Little Boy Water Drum. That particular drum can only be used for that ceremony and would
not be seen by other people. Yet, he could make a replica of it which could be seen outside the
ceremony. A sacred scroll, also, should be used only in ceremony and not exhibited, for
instance, but a copy which has not been invested with power can be exhibited, as | have done
here. .

In discussing the life of a crafted object, it becomes apparent how important the mind-
attitude of the artist is. Thought is a kind of action. And it is thought which directs the artist's
hands when he or she works. We have seen how the object becomes alive through the artist's
participation in the cycle of creation. To do this is a great responsibility. The artist, working slone,
must attain and maintain the spiritual state necessary to create the object, because what the
artist puts into the object will go into the world. The artist must also maintain a life-attitude
according to the teachings. This life-attitude preserves the harmony and balance between the
artist, the life-worid, and the materials he or she uses in working.

Working within the state of spiritual awareness, while collecting the materials and
creating the object, is, | believe, functioning within the wider consciousness identified by
transformative philosophy. Earlier, | mentioned Stace’s two categories of mystical experience,
the introverted and the extroverted, in order to orient us toward this state. Whether the artist's
state of spiritual awareness is “introverted” or “extroverted” is irelevant in this context. The
categorization is inadequate in reference to the Ojibwa experiential world.

The artist maintains this spiritual state and is interactive within it throughout the entire
process. One's physical being, rationality, and emotions/feelings all work together with one’s
spirituality. When acting within this awareness, one offers oneseif to a different range of
interactions with beings of the life-worid. The other beings chose to interact in response to, or



recognition of, the spiritual awareness of the artist.

Some understanding and experience of this state of awareness is what | hoped for by
using transformative philosophy. | have structured my thesis in a transformative pattern, and,
if itis effective, the reader will have undergone some “widening” ideas. Perhaps the reader might
also be motivated to try some practical techniques.

Early in Chapter One, | talked about the warping in a woven piece. | suggested that | was
constructing-my thesis similarty. One of these warp threads is “colonization.” That colonization
destroyed, or altered irretrievably, the Native culture, and that there is a pre- and post-colonial
‘Indian” is @ Western notion. (| leave it to the reader to discover the other mini-transformative
ideas in the text.)

Using the Migration Scroll, | have tried to show that from an Ojibwa view traditional
knowledge has been continuous for many hundreds, if not thousands, of years. Colonization was
& disruption brought by Europeans with which Native peoples had to cope, but in spite of which
have retained their basic spiritual orientation to the life-world. Louis mentions that ceremonies
went underground. Joe Rose (in conversation) also speaks about the ceremonies being
conducted out in the woods where the white administrators and clergy would not discover it.
Sacred objects were hidden. The daily sorts of handcrafts, however, suffered particular loss.
Therefore, Marge, for instance, has had to research techniques, symbolism, and patterns. Frank
has leamed from vision. New t0ols and materials (6.9. glass beads) may be used, but as we
have seen, they are used within the traditional spiritual relationship. Louis’s instaliation,
Regeneration, constructed in a traditional manner, addresses the disruption and seeks a
healing.

From this thought, | will move to Overhoit and Callicott's work Clothed-Fur and Other
Teles: An Introduction fo an Ojibwa World View. The task they set for themselves is to conduct

an ethno-metaphysical study of Ojibwa world view from “primary” sources, which they identify
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as narratives (xi). They chose narratives collected between 1903-05 by William Jones, an
“American Indian" (27), in the northem portion of the Southwestern Ojibwa area (see Figure
One). (William Jones is the person who collected the Migration Scroll presented in this study.)
They chose the Jones collection because it seemed

ideally suited to the over-all purpose of this volume. It provides texts in which
evidences of acculturation are minimal and avoids brief excerpts and smoothed-out
re-tellings or paraphrases of the stories. (26)

in other w;rds. Overhoit and Callicott avoid dealing with contemporary Native persons
influenced by colonization. They aiso avoid, as Mary Black-Rogers notes in her Preface, the
hours of listening to stories directly from eiders. More importantly, they deal only with written text
eliminating the experiential component which is essential in understanding.

Iin commenting on Hallowell's work, Black-Rogers commends him for advocating seeing
the worid from an Ojibwa view. However, she notes that “he ultimatety did not rely on the Ojibwa
peopie's words and acts ‘speaking for themselves’ 1o readers ... He resembied the ethnoscientist
in his going directly after the Ojibwa categories and ways of ordering the phenomena of their
world—uwithin 8 Westermn taxonomic structure” (83, note 2). Gordon Christie (Inuit, philosopher)
is concemed that the Westem philosopher, in attempting to understand Native philosophy, will,
by forcing it to conform to Western categories, destroy what he/she is trying to understand
(McPherson and Rabb 1897, 12).

| mention Black-Rogers’ and Christie's concems because Overhoit and Callicott attempt
to interpret the Ojibwa cultural life-world from within the Western, organizing their interpretation
into Westem categories. In their interpretive essay about the narratives, they identify “elements
of the world view”: power; metamorphosis; the situation of blessing; disobedience and its
consequences; reciprocity, life, and death; and, finally, dreams (140-48). From these they
deduce three “principles of behavior" (152). They then discover that the Ojibwa have an

R



Reflection 128

“environmental ethic” as defined by Western philosophy (153-155). One could search through
the interviews and find some things which might fit Overhoit and Callicott's categories, but they
do not enlighten the Ojibwa spiritual connection to the life-worid.

For example, “power” is discovered to be hierarchical; various beings have different
amounts of power. One should not try to use power which is inappropriate to one’s own abilities.
Overhoit and Callicott describe “power” as being much like the Westem definition as “the ability
to act’ (141). They see that it resides in “some intangible inner essence® and may have a “certain
spiritual quality” (142).

Compare this to what this study has shown about “power.” Defining “power” has not
been as facile an endeavor as Overhoit and Callicott would make it seem. Each being,
composed of the matterenergy of the life-world which itseif has “power,” contains within its
uniqueness spirit/power. Ceremony and vision put one into intimate contact with “power” and
can invest it into ceremonial objects. It is not that “power” may have “a certain spiritual quality,”
but that “power” may be spirit.

A comparison of each of Overhoit and Callicott's “slements”’ could be done like this. Each
one has been extracted systematically from the stories and we would then be "applying” them
1o the imterviews, systematically extracting what fit and rejecting what didn't. The process itself
is Western and ieads us to a Westemn interpretation.

The three “rules of behavior which Overhoit and Callicott find are particularly
problematic: these are 1) one should not attempt to do things beyond one’s given powers, 2)
“one ought not be greedy,” and 3) “one must be cbedient 1o the rules of the cuiture and the terms
of his individual dream” (152). The artists here are not acting according to *rules of behavior.”
ThoylroMwnpdhdbaaincnypﬂannway.mnwrﬁnmdpupmm
responsibility to what they have been given they choose to think and act with gratitude and
respect

R
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In their final paragraph of their section “World View and an Ojibwa Environmental Ethic,”
Overholt and Callicott say:

The narratives certainly reflect and affirm a fundamentally economic relstionship
between human persons and animal, plant, and mineral persons. Animals, piants,
and minerals are not, however, rightiess resources. As is the case on Western
economic assumplions. They are as it were trading partners with human beings, and
are pictured as profiting, from their own point of view, from exchange with human

beings. (155)

This fundamentally Westem economic interpretation is aimost unrecognizable as Ojibwa in its
lack of spiritual reference.

The artists who speak here show reverence, respect, and gratitude in their thought and
work for the all the beings in their spinitually dynamic world. Within this life-world and cultural life-
world, daily secular and ceremonial life flows.

Marge Hmielewski, Joe Rose, Richard La Femnier, Frank Montano, and Louis Ogemah
perceive a living and spiritually accessible world. This life-world is not beyond the capacity of
Westerners to perceive. The Ojibwa cuitural life-world which interprets and gives modes of
expression o the artists’ perceptions of the life-worid is rich, balanced, and harmonized with its
rhythms. The ability of Ojibwa cuiture to draw on the power of the “mystery” 10 sustain and
regenerate itseif through the era of disruption is expressed in the work of these artists. | thank
them for sharing their world with us.

tn A
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Appendix

The Appendix contains the materials which were required by the Ethics Advisory Committee,
Lakehead University. These include: a research proposal with sample questionnaire, a letter
explaining the study to potential participants, a consent form, and approval from the
committee. Aiso, included are the signed consent forms, one of the introductory letters | sent
to some people, some correspondence, and other “permission granted” forms. When | was
beginning | found it heipful to see what Lorraine Brundige, one of the first graduates of the
Native Philosophy Program, had done in her interview materials. Therefore, | am including
beilow a few comments which may be helpful to another student using an interview method.

Ethics Mateniais

My direction changed somewhat from the time | wrote the research proposal and the
sampie questionnaire. | thought | would be talking mainly with people who did brain-tanning
and leather work. It was difficuit to find one person who did brain-tanning and | did find
peopie doing other fascinating work. The sample questionnaire, while useful in focusing my
thoughts before | did interviewing, was of littie help. | found that if | explained my project and
asked one or two beginning questions, that was sufficient. (At least after the first interview)
| leamned to listen instead of interrupting quite 30 much. | leamed much more this way.

Interviews

For the people | didn't know, | first mailed a cover letter with copies of the explanatory
letter and a consent form. | followed that up with a telephone cail shortly prior to the time
when | would be in the area and couid set up an interview. Not all the people | sent the
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materials to were willing to grant me an interview.

Personally, | found it very difficuit to go through the process of asking people to speak
with me and doing the interviews, in spite of the fact that | have worked in fields in which
interviewing was a regular job requirement. in the interviewing situations for my thesis, | was
finding out how little | knew and doing it publicly! However, | gained so much which would

have been inaccessible to me otherwise—and enjoyed the experiences.

]



» .
W™ UNIVERSTTY |
Office uf the President ‘

lelephane (X07) 343-0200

LAKFHEAD

v Road, Thunder Bay, Outarie, Lada 15718 TEL

28 April 1998

Ms. Karen A'Licrio
P.O. Box 1206
Bayfield, Wisconsin
54814

Dear Ms. A’'Llcrio:
Based on the recommendation of the Ethics Advisory Committee, [ am pleased to grant cthical

approval to your rescarch project entitled: CRAFT, RITUAL AND WORI.D VIEW: ASTUDY IN
NA'TTVE PHILOSOPHY.

Best wishes for a successful research project.

Sincercly,

JOHN WHITFIELQ
Interim Presidcnt

fiw
ce:  Dr. D.Rahb, Supcrvisor




ix 131

The Research Proposal

Title. Craft, Ritual, and World View: A Study in Native Philosophy

Research Purpose
| plan to do the field work for my study this summer 1898. The field work will form the core
of my Master’s degree thesis in Native Philosophy. My primary study will be with Anishinaabe
(Ojibwa) people in northemn and central Wisconsin. Other interviews with Native artists who
use natural materials in their art work and/or Natives in less dense population and less
cosmopolitan areas may be considered. | pian to do a written thesis and a version on CD
Rom.

| have chosen the area of crafts, especially tanning and leatherwork, for three
reasons. One of the most important for focusing on tanning is that it is a traditional
indigenous craft which has been practiced by many, if not all, tribal peoples in North America;
there is continuity from the pre-colonial period to the present and contiguity cross-culturally.
Also important is the fact that | have my bachelor's degree in craft work with art history
courses in (what at the time was called) primitive art. More recently | have, myseif, begun
learning to tan and to work with fleece. | understand the physical process invoived in the
production of crafts. | aiso have thought about the meaning of the work from a Westemn
viewpoint. Lastly, | am interested in Westem environmental ethics, most particularly the
human person’s relationship with what would be regarded in indigenous worid view as other-
than-human persons. Craft work involving use of animals offers a means of examining this
relationship.

| hope to leam about Native thought, meaning, value, and inspiration associated with
the production of craft work. | am particularly interested in the artisan’s relationship with the
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materials, the further meaning and relationships within the community symbolized by the
work, the inspiration for design, the relationship with the past and future inherent in the
processes used, how the artist leamed the craft, and the recognition and status conferred
upon the craftsperson for his/her work.

Why field work? Leaming directly from individuals is aimost imperative in craft work.
The artisan participates in a physical process within a particular cuitural framework and in
a particular mental state which is extremely difficult to convey in-text. Also, learning directly
from peopile is traditional in Native cultures. My own 30+ years of work before coming to an
academic setting has been aimost completely people-related. | like working with people and
leaming directly about their life experiences.

Research Instrument

My research is structured in interview format. | will not use a written questionnaire nor
a rigidly structured format. My objectives are informal meetings, comfortable participants, and
dynamic discussions. This will depend in part on the person being interviewed; if the person
is an Elder, questions or interruptions on my part may be inappropriate.

While my primary interest is in tanning and use of leather, | hope to interview people
who do a variety of other crafts, e.g. quilling, beadwork, etc. Some questions apply to all the
crafts, others are specific to a particular craft. | have grouped the questions by general
categories: personal history, leaming the craft, process, design, teachings/traditions, and
additions. During an interview, questions may be shifted about. A sample questionnaire is
attached.

Recording interviews

| hope to use a tape recorder for all my interviews if it is acceptable to the participant.
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This is covered in the introductory letter and the consent form. If what a participant does and
comments on appear to be appropriate and a participant is willing, | hope to make
arangements to videotape an interview. In videotaping | will focus on demonstration so the
participant will fesl more comfortable commenting on his/her work on camera. | have
included a specific consent on the form for videotaping. if recording the interview is not
acceptable to the participant, | would still like to conduct the interview and will write notes
immediately afterward.

Informed Consent/Cover Letter

Once | am referred to a potential participant, | will contact that person in whatever
way is appropriate — meeting, phone, mail, and tell him/her about my study. | will then either
give or mail the introductory letter and consent form (both attached) to the person and
amange a meeting if acceptable. Confidentiality will be ensured if the person so desires. (See
below.)

Seven Year Storage/Confidentiality

Original materials — audio and/or video tapes, field notes, will be stored for seven
years in a safe deposit box to which only | will have access. Cuiturally sensitive material or
names of participants who wish confidentiality will not be made available further. Copies of
the original interviews not requiring confidentiality will be made available through Lakehead
University's Indigenous Leaming Department Oral History Project so that they are accessible
to students. The data will also be available in my thesis at the University Library and the
Department of Philosophy.
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Risks/Benefits
This study does r.ot have physical or psychological risks or benefits to the
participants. | think there are benefits in doing the study and have included these in the cover

letter.

Dissemination of Research Results to Participants
The participant can indicate on the consent form that he/she would like a copy of the
interview. Also contained in the letter and on the consent form are the locations where the

material will be available. (See above.)

The Research instrument: Sample Questionnaire

The interview would begin with a review of the information contained in the
introductory letter: intent of the project, the benefits of the study, tape (or video) recording
and consent, storage and use of materials. if not already received, | would obtain the signed
consent form before beginning the interview.

The primary questions below (not indented) usually are designed to be open-ended
to encourage the participant to talk about what she or he thinks is important. What the
participant provides may prompt further interchange about the topic situationally appropriate.
The indented questions indicate the content { would like to cover, but do not limit content.
They may be used if the information is not spontaneously provided by the participant.

Personal History
| sppreciate your agreeing 1o talk with me. To get started, could you tell me something about yourself?
What band/community are you from; where do you live?
What is your name?
Would you like to give your [Anishinaabe, Lakota, etc.] name?
Would you like to give your age?
[Name of referrer] has toid me that you do {specific craft]. How long have you done this work?
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Do you do other kinds of craft or art work?
How long have you done [x]?
is there anything eise you would like to add about yourself before we talk more about [x]?

Learning
| am wondering how you learned to [tan hides, etc.]?
How old you were when you started?
Who did you learn from?
How did [that person] teach you?
What kinds of work did you begin with?
is [x) something everyone learned to do or just specific people?
if the answer is ‘specific people’:
How were these specific people chosen to iearn fthis craft]?
How did you feel about being chosen to learn [x]?
Have others in your family done [x]?

Process:
Tanning
Could you describe the process you use today when you tan hides?
What kind of hides do you work with?
Do you use different processes for different kinds of hides?
Do you tan differently to obtain different results?
Where do you get your hides?
If from someone elise:
Are they purchased, exchanged, or given?
What do you look for in picking out a hide?
If from trapping or hunting:
Could you teli me how you ftrap, hunt] a [name of animal), for exampie?
Are there rituais or ceremonies you need to do?
Is there a personal attitude you need to be have?
When is the best time to get the animal?
Are there seasonal differences in the hides?
Are there any rituals or ceremonies needed for obtaining the animal?
Could you describe the best way to skin the animal?
What is done with the rest of the animal?
'm interested in your relationship to the animal or to the hide when you go through the tanning work.
Couid you tell me about that, or perhaps tell me what you think about when you do the work?
Are there any rituals or ceremonies needed in tanning?
During the time you work with the hide, what do you think about?
How does the hide feel to you when you work with it?
Do you have any responsibility to the animal or to the hide itseif? is there a difference?
What heips you produce the best tanning?

Leatherwork
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What kinds of things do you make?
Couid you tell me about the process you go through to make a [item)?

How do you decide which leather to use?

Are different leathers, or parts of the same hide, good for different tems?

is itimportant for you to have a particutar attitude when you work?

Are there any rituals or ceremonies which must be observed?
[if leather goods are produced by hand rather than by sewing machine, another set of questions
regarding that process will be necessary.]
[Repeat questions from “Home Tanning” appropriately aitered to ieatherwork from “I'm interested in
your relationship to the animal . . .?" to end of section.]

Quilling -
Could you tell me about how your quills are obtained and which quills you use?
[Repeat questions from “Home Tanning” appropriately altered to ‘quills’ or ‘quilling’ from “Where do
you get your hides?” to end of section.]
Do you color your quills and, if so, what kinds of dyes do you use?
Do you use commercial or natural dyes?
i natural:
Could you tell me about the kinds of materials you use and how you prepare your dyes?
Are there important ways to collect the plants and/or earth materials used?
is there a personal frame of mind you need to maintain?
Are rituals or ceremonies necessary?
What time of year is best?
What colors are obtained from the various dyes?
How do you actually go about dyeing the quills?
How fixed is the color?
What do you apply your quill work to?
{Depending on the type of tem quilled, e.g. birch bark box, leather shirt, etc., then another set
of pertinent questions are necessary.)

Beadwork

What kind of beadwork do you do?
[Secondary questions migitt invoive kind and size of beads, method of stitching, what types of
materials are beaded, indirect or direct application, etc.]

Are there any procedures, rituals, or ceremonies needed when you do beadwork?

When you work, what kind of relationship do you have to your materials?

Do you think you would have a different reiationship or responsibility to your material if you were
working with something from an animal or plant? Could you expiain why {so or not 80]?

Design
[Design may apply to leatherwork, quillwork or beadwork.]
Can you tell me something about your designs, where you get the inspiration for them, the meaning
they have for you?
[ expect that the content in this category will relate to visionary or ritusl experience. Secondary
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questions will be especially dependent on the participant's own explanation and/or experience.]
Do you think your imagery has the same or similar meaning for another [Ojibwa, etc.] person?
is your work identifiable by others as being [made, stitched, etc.) by you?

Teachings/Traditions
Are there traditional teachings associsted with your work?
Are there stories about [specific craft]?
How did the person who taught you present these teachings?
Do you consider your work traditional?
When working do you feel yourself in touch with other peopie who have done the same work in the
past?
How do your think the way you do your work today may have changed from way it was done in the past,
perhaps by your [grandmother, great-grandmother, etc.], for example?

Additions
Are there other things you think are important we haven't talked about or that | might not have known
to ask about?

Thank you very much for talking with me and teaching me about your [crafi].

[At this time, if a further videotaped interview seems appropriate, | would ask if the person would like
fo do that. it wouid be arranged for another time and the video would focus on a demonstration of the
work while the person talked ]
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October 1998

P.O. Box 1206
Bayfield WI 54814

Hello,

My name is Karen A'Llerio. | am working on a Masters Degree in Native Philosophy at
Lakehead University in Thunder Bay, Ontario. My purpose in the program is to leam about
Native thought and ways of living not only academically, but by listening to what you might
share with me. My research is centered on the meaning of craft and art to Native artisans.
Through craft work and artwork Native thought, meaning, and values can be demonstrated.
An important goal of this work will be to promote an understanding and respect for Native
values and community expressed through Native craft work. And, as a craftsperson myself,
through leaming about Native thought | hope to learn how to relate to my own work with
increased understanding.

| respect the importance of sacred knowledge and this study is designed to ensure that
sacred knowledge is protected to the utmost.

| would like to request a meeting with you to listen to your thoughts about your work as part
of my leaming. There are some questions | would like to ask, but | am open just to listening.

| would request your permission to use a tape recorder or, on some occasions for
demonstrations, a video recorder. This will let me listen again to what you share and will
allow others to learn directly from you. At any time upon your request, | would tumn off the
tape (or video) recorder. If you do not wish me to record our conversation, that is quite
acceptable and | would still like to meet with you. Also, your name or identity will not be
included in the final thesis without your permission. You may, of course, withdraw from this
work at any time. My present plans include constructing my thesis in both written format and
as a CD Rom for computer use.

| am requesting your help to ensure that this study has meaning. Two benefits of this
research will be to promote respect and understanding for traditional Native values in the
non-Native community, and to provide information for Native students raised in non-
traditional environments. These students will have access to this information that comes
from the experiences of traditional Natives and Elders.

Your name will be used in this thesis or your identity revealed only by your authorization. If
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you prefer not to have your name used, your confidentiality is ensured. In accordance with
Lakehead University's Research Integrity Policy, all the original recorded information, my
original notes, and any culturally sensitive data will be securely stored for seven years at
Lakehead University by my supervisor, Dr. Douglas Rabb.

My completed thesis will be made available at the Lakehead University Library and the
Department of Philosophy. Copies of the taped material, with your permission, will be filed
with Lakehead’s indigenous Leaming Department Oral History Project where it will be
accessible to Native students. If you would like to have a copy of our discussions, | will be
happy to provide one for you.

Thank you for your help and kindness in considering this request.

Karen A'Llerio
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Mr. Frank Montano
Sishop Lane
Bayfield W1 54814

Dear Frank,

My name is Karen A'Lierio and ! live on Turner Road north of Bayfieid. Right now,
I'm st Lakehead University in Thunder Bay, Ontario, where I'm in the Native
Philosophy Project working on my master’s degree. The work of each of us in the
program is to research an aspect of Native philosophy. My topic is crafts, since
some of my experience is in this area.

| talked with Marge Hmielewski recently about her work and she mentioned that
you have come to her class to talk about flute-making. Elizabeth Madsen-Genszier
is familiar with my project and asked if | had contacted you. Also, | knew that you
make your own flutes and had thought that | would reatly like to talk with you about
it. | saw the article in the Daily Press in the spring which had such good photos,
too. (I've aiso sent a note to Diane about her birchbark work.)

My ‘formal’ interest is in the crafling of the object — what goes into it: the natural
materials and how you obtain them, the thought, the physical work, and the spirit;
and then what the object becomes after these have gone into it — its meaning, use,
spirituality. But I'd also be particularly interested in your thoughts about your work.
I'm very excited about my project and would be honored if you could perticipate.

For your information, I've enciosed my formal letier and consent form which are

required by the university so that people know exactly what the information is for
and what will happen to it.

I'll be in Bayfieid later this week and will give you a phone call (and hope you're
home!) to see if this is something you could help me with.

Thank you,

Karen A'Lleric

RR 16, Site 2, Comp. 32 P.0. Box 1208
Thunder Bay ON P78 683 Bayfield W1 54814
(807) 768-0388 (715) 779-3262

e
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November 30, 1998

Louis Ogemah

2D - 488 Main Street
Winnepeg, Manitoba
R3B 187

Dear Louis,

| was glad to hear your talk about "Regeneration” last week. Without it there would have been a lot
| wouldn't have noticed or understood. | went back yesterday after compieting the transcription of
the tape. No one eise was there so | could take time to notice many details, but there is
undoubtably more meaning than what | can comprehend. | appreciated the overail simplicity and
quiet, and then the depth within &. Two questions: do the two hides on the scaffold represent one
person or perhaps two '‘people(s)'? And, | wondered about the meaning of the bird wing which is on
the scaffoid?

Enciosed is a lot of stuff. I'm sending you a copy of the transcription. I'!l iet Dr. Warkentin send you
the file by e.mail. My computer skills don't extend that far. And here are copies of the two issues of
Ayaangwaamizin which Dr. Rabb thought you might like to see. We should be working on Volume
2, Number 1 pretty soon.

Also enciosed is the letter required for my thesis and the consent form. If it's stil OK for me to use
your talk in my thesis, could you please sign the form and return it to me in the SAS envelope?
Thanks. | would add some description of the exhibit so readers wouid know what you're talking
about. So far I've spoken with Ojibwa people from the Red Ciiff-Bad River area of Wisconsin
(where | live) who are doing traditional work: bead and quill work, flute-making, drum-making, and
brain-tanning. Your piece brings together the more tradiional forms and their meanings and makes
a vital application to a current problem. | just found it very moving and well done, and will
appreciate being able to inciude it.

Again, thank you.

Karen A'Lierio

RR 18, Site 2, Comp. 32

Thunder Bay ON P78 883

(807) 768-0388

o.mail: kealleriQice.lakeheadu.ca
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