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in the work of contemporary Indigenous artists. By taking control of their images, NIIPA not 

only narrated their own histories, but also set a precedent for future image-makers to follow suit. 

It is my hope that in writing this history of NIIPA, my work will allow for further investigation 

into the organization. In my chronicle of NIIPA, I have made every effort to include the 

perspectives of those involved through prioritizing their writings at the time of their original 

publication. While I would have also liked to have had the time and resources to interview the 

members of NIIPA, this second stage of investigation lay beyond the scope of my archival 

inquiry for this paper. In future iterations of this work, I intend to continue and enhance my 

archival research and also conduct interviews. 

In closing, I want to emphasize that the visual sovereignty that NIIPA asserted, was and is 

not an isolated case. As Chartrand writes, “much like their kin working in other media, [NIIPA] 

sought to liberate themselves from the ethnographic prison of colonial portraiture, and instead, 

sought to imprint and to capture their postindian reality.”153 Their message of self-determination 

continues to move through the Canadian and International art scene through the legacy of their 

members. As Steven Loft articulated in 2012, at the forefront of conversations surrounding 

Indigenous visual sovereignty and Indigenous survivance, has, and always will be, artists: 

The struggle for Indigenous rights and sovereignty continues, even as politics of 
assimilation and extinction still dominate government ideology. In our communities, 
in this country, and around the world, Indigenous peoples will continue to assert their 
inherent, treaty, and constitutional rights. And all along the way, accompanying them 
in their resistance, in their survival, and into their future will be the artists.154 

  

 
153 Rhéanne Chartrand, #nofilterneeded, 35. 
154 Steven Loft, “Reflections on 20 Years of Aboriginal Art,” 33. 
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Appendix A: Figures 
 
 

 
 
Figure 1: Jeff Thomas, Strong Hearts – Plenty Chief, 1981. 39 x 49 cm. Photograph courtesy of the artist. 
 
 
 

 
 
Figure 2: Attendees of the “VISIONS” conference gathered around a television screen, March 1985. Photograph 
courtesy of Cees van Gemerden. 
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Figure 3: Cover of Visions: From Contemporary Native Photographers exhibition catalogue. 
 
 
 

 
 
Figure 4: NIIPA sign on Main Street West, Hamilton, Canada, n.d. Photograph courtesy of Cees van Gemerden. 
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Figure 5: Yvonne – “Visions,” n.d. Photograph courtesy of Cees van Gemerden. 
 
 
 

 
 
Figure 6: Drum circle at the “VISIONS” Conference, March 1985. Photograph courtesy of Cees van Gemerden. 
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Figure 7: Cover of Silver Drum: Five Native Photographers exhibition catalogue. 
 
 

 
 
Figure 8: George Johnson, Teslin July 1, c.1940s. Black and white nitrate negative, 9 x 14.8 cm. Image Credit: 
Yukon Archives, George A. Johnson collection, 82/428, #49. 
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Figure 9: Installation view of the south wall of #nofilterneeded: Shining Light on the Native Indian/Inuit 
Photographers’ Association, 1985-1992, curated by Rhéanne Chartrand. Photo taken by Erin Szikora at the 
University of Lethbridge Art Gallery, Lethbridge, AB. 
 
 
 

 
 
Figure 10: Lennie, Shelley and Brenda – NIIPA workshop at our studio, n.d. Photograph courtesy of Cees van 
Gemerden. 
 


