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LOGLINE 
 

Warrior Women is the story of mothers and daughters fighting for Native rights in the American 
Indian Movement of the 1970s. The film unveils not only a female perspective of history, but also 
examines the impact political struggles have on the children who bear witness. 

 
SHORT SYNOPSIS 

 
In the 1970s, with the swagger of unapologetic Indianness, organizers of the American Indian 
Movement (AIM) fought for Native liberation and survival as a community of extended families. 

 
Warrior Women is the story of Madonna Thunder Hawk, one such AIM leader who shaped a 
kindred group of activists' children - including her daughter Marcy - into the "We Will Remember" 
Survival School as a Native alternative to government-run education. Together, Madonna and 
Marcy fought for Native rights in an environment that made them more comrades than mother- 
daughter. Today, with Marcy now a mother herself, both are still at the forefront of Native issues, 
fighting against the environmental devastation of the Dakota Access Pipeline and for Indigenous 
cultural values. 

 
Through a circular Indigenous style of storytelling, this film explores what it means to navigate a 
movement and motherhood and how activist legacies are passed down and transformed from 
generation to generation in the context of colonizing government that meets Native resistance with 
violence. 

 
 

FULL SYNOPSIS 
 

Warrior Women chronicles the lifelong work of Madonna Thunder Hawk and Marcy Gilbert,        
a Lakota mother and daughter whose fight for Indigenous rights began in the late 1960’s. 
Through their story,  we  will  witness  the  emergence  of  Native  ecological  sovereignty  as  
two of the Movement’s most determined and overlooked organizers lived it. 

 
The women of the American Indian Movement fight from a vulnerable place only matriarchs can 
understand. For them, the Movement is a battle for their children and the culture they hope        
to preserve for them. Through contemporary interviews,  rare  archival  materials,  and  exclusive 
verité, we will experience Madonna Thunder Hawk’s dedication to Red Power - a commitment 
that often left her daughter Marcy feeling more like her ‘comrade’ than her child. A story of the 
emergence of modern Native sovereignty and the complexities of mother/daughter relationships, 
Warrior Women also explores themes of Native identity, legacy, intergenerational trauma, and 
strategies of resistance among Native people. 

 
Back in the 1950s, Madonna’s home was destroyed when the Missouri River was dammed      
by the Army Corps of Engineers to create Lake Oahe on the Cheyenne River and Standing  
Rock Indian reservations. The intentional flooding left poverty, violence, and dislocation in its 
wake. As a young woman she takes on the role of protector, exacting revenge on a local 
rancher’s son who had raped not only her close friend, but many local Native women. Madonna 
would grow up to channel her anger and pain into a fierce, unwavering dedication to activism. 
‘Home' would be wherever the fight for Indigenous rights took her. 



 
 

Leaving the reservation in the 1960s, she moves to San Francisco with other Native folks on the 
U.S. government’s latest assimilation program called ‘Relocation’ - a plan to get Indians into 
cities and open up reservation land for further exploitation. The Bay Area explodes with radical 
activism where Madonna learns the powerful skill of community organizing and participates in 
occupations from Alcatraz to Mount Rushmore. In these acts of retaking stolen land and creating 
Native value-based communities she and her family experience a true freedom - even in the face 
of extreme government and societal opposition. 

 
Marcy was an athletic, sensitive child living in a boarding school when her mother left to join AIM. 
She has struggled to reconcile the image of Madonna as an activist with the idea of her as a 
maternal figure. Marcy grappled with her mother’s absence, but also wanted to follow in her 
substantial footsteps. She got her wish when Madonna established the first survival school in 
South Dakota known as the “We Will Remember Survival School” and brought Marcy and 
dozens of other AIM children on the road with her. This rag-tag group of kids flourished with the 
promise of learning a new world order of Native Pride but also struggled under the pressure of 
changing the world. 

 
Their ‘lessons’ at Survival School included sessions about the earth and the environment that 
were tied to their day-to-day lives. In rare archival footage, on the banks of the Missouri as part 
of the summer meeting for the International Indian Treaty Council, we see Madonna leading the 
survival school kids in a group discussion about tribal sovereignty and natural resources. They 
are camped there as part of annual gathering that began in 1974 on the Standing Rock 
reservation. Madonna’s eleven-year-old son, Phillip, thoughtfully responds that they have to use 
the treaty to "stop the white man from taking the natural resources and taking our water." 

 
Fast forward forty years later, we come full circle back to Standing Rock in the Lakota homelands 
with Madonna and Marcy still at the forefront of Native resistance as they occupy and protect the 
water of the Missouri River from the “Black Snake” of the Dakota Access Pipeline in 2016. They 
staff supply tents, stand against water cannons during militarized police attacks, and share 
knowledge with the next generation of organizers who show up in the thousands chanting the 
Lakota rallying cry - "Mni Wiconi!" or "Water is life!" 

 
Through the eyes of these two Lakota women, we see a female perspective on a crucial chapter 
in our history, one that sparks questions about what it is to be mother and warrior; what it means 
to grow up in the shadow of fierce activism, and how activist legacies are passed down from 
generation to generation. In Warrior Women, we come to understand, through the deeply 
personal story of Madonna and Marcy, that activism is not just a news story, a protest or a 
march; it is woven in the fabric of the lives we lead. 



 

DIRECTORS’ STATEMENT 
 
 

As Native citizens and descendants, we are interested in pushing the visual boundaries of 
traditional documentary filmmaking to create a more atemporal experience that better conveys 
how we and our main characters actually see and engage with the world as indigenous women. 
Known by some as a 4th World perspective, this context creates space for us to be ourselves, 
rather than filter our stories through a European worldview of leadership, power, and identity. 

 
To achieve this lens shift in the film, we made Warrior Women by trying to maximize the 
storytelling potential of art and design as it relates to intergenerational trauma, loss, settler- 
colonialism, sexual violence, connection to land, reclaiming native identity, and ultimately the 
decolonizing of our minds and spirits in an expression of ‘unapologetic Indian-ness.’ And don't 
forget laughter - we don't survive the aforementioned dreary effects of genocide without the 
healing power of laughter.  

 
A specific example of this approach in action can be seen at the very top of the film where we 
incorporate a piece by Coushatta artist Santiago X. The basis of this piece is the earliest motion 
picture of Native Americans known to exist. By morphing and teasing out the image into a digital 
frequency, the piece accomplishing several things, including: Reclaiming native imagery and re- 
writing interpretations with an indigenous worldview in mind, planting the idea that Natives hold a 
much more nuanced identity than many people perceive, and finally we’re relying on feeling and 
visuals to navigate heavy identity politics that invite a non-knowing audience in. 

 
We have disengaged the narrative from strict historical chronology and embraced a visceral, 
emotional structure. By releasing ourselves from the bonds of historical literalness, we’re pushing 
back against a filmmaker-audience contract wherein we provide the Native education they should 
have already received from any hundreds of American private institutions, government programs, 
or individuals. 

 
We do, however, concern ourselves with conveying the nuances of an indigenous worldview in 
ways that do not make it easy for viewers to substitute preconceived notions or stereotypes for 
real connection and understanding. 

 
Process is as important to us as product. We are tired of the same old model of self- 
aggrandizing portraits that succeed by recasting indigenous peoples in roles based on European 
ideas of leadership, success, and power. These kinds of films are just white movies with brown 
faces. 

 
We also want to move beyond verite films that exploit extreme colonized behavior and parade it 
as “real” and “character driven” portrayals of native life. We are not the sum of our wounds. 

 
Though we access our story primarily through a woman and her daughter, they are not special. 
They are just another generation that refused to die. 



About Warrior Women 
 

AIM fought for indigenous rights and cultural revitalization that began in the late 1960s and sort 
of peaked in the social conscious during the 1970s with high-profile coverage of the group’s 71 
day standoff with the FBI at Wounded Knee, South Dakota in 1973. It was reasonably well 
covered by the media of the time, but the story-at-large about how that movement operated 
internally, and who the major players were - that narrative was completely written by a white 
male-dominated press. To paraphrase Madonna Thunder Hawk - everyone ran around and tried 
to find who most looked like a “warrior”. 

 
The media was looking for a symbol that made sense to their idea of power at the time. In doing 
so they missed the reality of how “the Movement” was actually organized and ran on a 
community level - with women and entire families being a big part of that. This wasn’t so 
different from what has happened since invasion where colonizers only engaged in a context 
that was Eurocentric: Who is your (brown) king? Who is your chief?  But it was then, and is now, 
inconceivable to indigenous women that they wouldn’t play a role in politics and all aspects of 
community life and nation building. 

  
Uncovering that new side to what was ignored and thus is not widely known about the 
Movement, was movie enough - but when oral history clips of both Madonna Thunder Hawk and 
her daughter, Marcy, talking about those movement days separately came up, a much richer 
space of how activist legacies are passed between generations in families opened up. Marcy 
speaks with not only with honesty about sharing her mom with a movement but also reverence 
for the role her mom had in the Movement.  

 
Finding Madonna Thunder Hawk 

 

One of the hardest parts in making Warrior Women was actually finding archival footage of 
Native women and children, let alone Madonna Thunder Hawk and her daughter Marcy. “The 
press just automatically gravitated towards the men,” states Madonna in the beginning of the film. 
Despite being one of the leaders of the movement, Madonna preferred to stay out of the 
spotlight. According to Director Elizabeth Castle, this proved difficult when it came to visualizing 
the film. “We had to get creative when searching for archival,” said Castle. “Madonna was rarely 
listed by name so we had to do generic searches such as ‘American Indian crowd’ and spend 
hours scanning for her face in order to find her and Marcy. We had to really know the history to 
cross reference every possible place she might have been and go from there.” 

 
The search for archival footage stretched from the usual network suspects to international 
broadcasters and local filmmakers, but sometimes breaks in the search came from the most 
unlikely places. After a visit with a South Dakota NPR host, Castle was tipped off to a rumor that 
the actor who played Hutch in the hit television show Starsky and Hutch had done a lot of filming 
at an event Madonna helped organize in 1980. 



After much internet sleuthing and many dead-end emails, Castle finally found former 70’s 
superstar, David Soul living in London and eager to help out. Soul arranged for access to hours 
of 16mm film that had been in storage in California for 40 years. 

 
Castle further explained, “The footage was of the Black Hills Survival Gathering. This was a 
major event I knew Madonna had organized so my producer and I scoured every minute I could 
get access to, which was hard because none of the film was digitized.” After days of searching by 
hand-cranking the film on a Cinescope, they spotted Madonna. “It was a far away shot and she 
was holding a giant walkie-talkie. She was moving around constantly in the background of the 
stage, gesturing directions for the next speaker. I realized that even though she was on the 
program to speak, she was too busy holding the whole 10,000 person event together to actually 
take her spot at the mic. The work always came first.” 

 
It was financially impossible for the Warrior Women team to transfer all of the footage Soul had, 
so they made do with a few reels featuring the best shots of Madonna and Marcy, which the 
former television star graciously granted them free rights to. 

 
Soul’s generosity and access was the exception, however, and the whole archival search - which 
spanned nearly six years - revealed a clear need for resources in the area of research, 
preservation, and access to historical Indigenous media. “There is potentially so much footage 
out there of our Native history that is not catalogued, not preserved, and definitely not accessible 
to us,” says Co-Director Christina King, “If our film does nothing else, we’re very proud of having 
done something that adds to the historical record of the contributions of women and children to 
the American Indian Movement and to Red Power.” 

 
 

The Interview 
 

The backbone of the film’s storytelling is a group interview with Madonna, her daughter Marcy, 
her sister, Mabel Ann, and her niece, Lakota. The interview was filmed in a black-box style with 
four cameras: One on a 360 dolly track, two roving cameras on tripods and one fixed master 
camera. The only embellishments to the set were several willow sculptures on loan from Ho- 
Chunk artist Truman Lowe. Lowe recently passed away and we are grateful for the beautiful art 
he loaned us for the shoot.  

 
Says King, “There are many ways that filmmaking as I learned it doesn’t fit an indigenous 
worldview and one-on-one interviews is one of those things that just didn’t make sense to me. 
We’re talking about a point in our history when a huge shift happened - massive gains for Native 
rights were made. And this wasn’t done by individuals, it was done by whole families and whole 
communities coming together and doing the work.” King enlisted cinematographer Andreas 
Burgess to draw on this fact and help design a space where, “The women could engage in each 
other’s stories, find new memories with each other, and share more naturally - more like we do 
when there are no cameras.” 

 
The result is a narrative that leads with collective memory, rather than any one individual’s 
journey. 

 
“Our media is so driven by elevating the individual over the collective - and it just doesn’t jive with 



an indigenous perspective” continues King, “so it felt really good to do this key interview our 
way.” 

 
The results of shooting the film’s key interview this way, is that you see the immense connection 
between the women as they share stories of pain and suffering as well as laughter together. In 
the interview the audience is able to see the power and strength that comes from the 
camaraderie of working together toward a common goal. 

 
 

A Movement Comes Along . . . filming at Standing Rock 
 

As filmmakers with deep commitments and motivations to create social change in Native 
communities, the chance to be a part of the Standing Rock resistance movement was 
transformative personally but also deeply challenging in terms of filming. In the age of social 
media along with the democratizing power of the camera phone meant that there were 
hundreds of voices telling the stories of Standing Rock in real time as it was unfolding. In fact, 
Facebook played a critical organizing tool in alerting people where the action was and what to 
watch out for. Additionally, thousands of independent media makers registered at the media 
tent. 

 
In July 2016 Madonna received a call from her hunka (to make a relative) sister and comrade 
Phyllis Young of Standing Rock who needed help because hundreds of people were expected 
to arrive to set up a camp of peaceful ‘water protectors’ who would stand against the illegal 
actions and advancements of the Dakota Access Pipeline, which was scheduled to tunnel under 
the Missouri River carrying crude oil to Southern states. The placement of this pipeline was a 
threat to sacred sites and posed an imminent pollution danger to the river.As Madonna recalls 
“She needed my help for the on the ground organizing - Phyllis knows every bit of our history of 
struggle to protect the water. . . and we are the only ones who have done this before.” So at 76 
years old she moved up to what would be called Oceti Sakowin camp near the Cannonball 
River on ancestral treaty lands and continued the kind of organizing she began learning at 
Alcatraz in 1970. While groups like Idle No More had been ramping up national and international 
resistance movements for years, the protests at Standing Rock became the highest profile 
Native-led intervention since the 1970’s. 

 
King was on the ground with a cameraperson when things were just getting organized, the 
public kitchens were setting up and on site school was established. For King, she was amazed 
to be part of a nascent movement, “After so many years of talking to Madonna and Marcy about 
different aspects of The Movement in the 1970’s, I thought I understood what they had been 
through. Once I joined them at Standing Rock, I realized I knew nothing. Standing Rock was 
totally unlike the protests and community work we had been filming with the women for years 
because it was an actual occupation. People young and old from dozens of tribes and countries 
came with the intention of setting up camp and staying put for as long as it took to stop the 
pipeline.” This created a powerful, self-governed community that was almost utopian at times. 
However, the violence, surveillance, provocation, and infiltration the militarized police levied at 
the water protectors was also a source of extreme stress, injury, and anxiety for water 
protectors. King recalls, “Filming at Standing Rock, I had but the tiniest brush with the kind of 
violence and pressure Madonna and her cohorts faced at Wounded Knee and I knew then, 



without any shred of doubt, I never could have survived what she did.” 
 

Castle, came to spend the most time at Standing Rock - rotating in and out around her 
university teaching schedule, sometimes teaching using FaceTime at the campsite on 
“Facebook Hill” where there was more likely a cell signal. 

 
When the back-to-back blizzards hit in December, Castle recalls, “The port-a-pots were frozen 
or full and the only option was peeing in a bucket near the heater. And I was so grateful we had 
that! I remember thinking in that moment, that even though my work with Madonna went back 
20 years, it was just then that I had some idea of what folks meant by being ‘free’ at occupations 
like Alcatraz or Wounded Knee. I wouldn’t trade that feeling for any comfort.” 

 
Women in the Movement: Repeating the past, coming full circle 

 

Whether we had a birds’ eye view of the occupation of Wounded Knee in 1973 or Standing 
Rock in 2016, we still witnessed parallels in Madonna’s simple and instructive statement on how 
“the press gravitated to the men . . . while women are really running the show.” 

 
Some version of the Indian Country phrase “when you want good words invite the men, but 
when you want something done bring the women” has also lived on since the movement days. 
At the founding conference for Women of All Red Nation in 1978 Mohawk midwife Katsi Cook 
had to interrupt the pontification of a beloved male leader who was using critical meeting time 
praising women as the “backbone” of the movement. She took the microphone and gently 
chided, “If women are the backbone . . . then men are the jawbone!” 

 
When Standing Rock began to unfold, it was not surprising that Madonna Thunder Hawk was 
part of the core crew who guided and instructed camp organizers, as elders though, they were 
still overlooked by press coverage. 

 
“We are the evidence, the indigenous people of this hemisphere and we will always have to 
fight as long as we have a land base,” says Madonna Thunder Hawk, “Being here, I understand 
why my ancestors staked themselves to the ground to fight.” 

 
The ‘Subjects’ Speak . . . 

 

 

Which subject matter is primarily at the core of the film? 
 

Madonna Thunder Hawk: 
Our voice and our story as women of the movement is the point of the film because we have 
never had that. From the very beginning when I met Beth (Castle) this was meant to be 
educational, something for the schools, something to change the narrative. 

 
In Indian country, it's boots on the ground and you can't get more real than the women I work 
with. Our voices have always been silent and overlooked because we've been too busy, we don't 
have time to 'promote' ourselves. 

 
What audiences in particular do you hope to reach? How do you see this topic's relevance 
to wider audiences? 



 

At first I was mainly concerned about outreach in Indian schools and Indian Country. But after the 
movement at Standing Rock, I realized all these young people out there from all over the country 
who are powerful and are thinking and doing incredible things even though we just hear about 
the 'millennials who don't care.' They do and we need to support them. 

 
America has always had a love/hate relationship with Indians, one minute we are America's 
sweetheart and the next we are hostiles. And when they think of Indians they think of one thing - 
a man with a war bonnet on a horse. But that's their ignorance and so often they want to tap into 
"Indianness" in any way they can. 

 
It's for all the younger women of all colors who are busy getting it done. 

 
Marcella Gilbert: 
For me it's the power of the women. The women who were unseen during the movement days 
and during the uprising of the Red Power movement. For me it's the women that were never 
recognized or never talked about. There wasn't witness to all the work they were doing. People 
just saw the end product and all the 'talking man heads' and assumed this was somehow how 
things happened. But that's not how it happened. 

What are other issues at the core of the film? 

Marcella Gilbert: 
Another important aspect of the film is the expression of a value system that used to be in place 
and the way we still fight as Indian people to maintain it. The most important thing is we just do 
what needs to be done, because it needs to be done. The organizing was very organic. For 
example (back in the day) no one was planning to start a school because they were too busy 
trying to keep people fed and functioning within the movement. It was my brother who said, we 
should just have our own school - none of us wanted to be in school where we were treated 
badly and never learned anything that empowered us or supported our sense of identity. As 
young people, we decided we would call ourselves a survival group instead of a school because 
let's be honest - 'schools' in the traditional sense have never served Indian people - in fact they 
have been a source of calculated cultural genocide. 

 
In the We Will Remember Survival Group - we were taught relevant information about what was 
happening in our communities right then. 

 
What audiences in particular do you hope to reach? How do you see this topic's relevance 
to wider audiences? 

 
Marcella Gilbert: 
I want everybody to see the film! Not just young Native people but also non-indigenous people. 
Get it out there to mainstream white-male-dominated society because they don't learn this! They 
don't get insights into our struggles. We're not over here living in tipis and hunting buffalo. We're 
over here fighting for our land and fighting to live. It's a living history. Everybody deserves to 
know this. 

 
It is important to recognize and honor the legacy of our women leaders. If this film didn't happen, 



where is the legacy for my family, my extended family nearly all of whom dedicated their lives to 
the movement. Madonna Thunder Hawk did things that were totally unprecedented. She founded 
Women of All Red Nations with other women to test the water to figure out why women were 
having miscarriages - no one was doing that. And they exposed the uranium mining that was 
poisoning the water and led a movement to stop it - and did it! 

 
And while our family has that legacy - we are just one family and there are families like ours all 
over Indian Country. 

What conversations do you hope will emerge out of this film? 

Madonna Thunder Hawk: 
Depending on who the audience is, the non-Indian audience, for those people I know who are 
often stuck in the more academic notions that conversation is going to be more along the lines of 
giving them a reality check. My main concern is when we reach out to the younger Indian people 
and the water protectors, those kinds of people we can hear from them, I am more interested in 
what they have to say - it's their world now! So my hope is that it would start a conversation 
about how as elders we support what they are doing and it will be a two way street hopefully, 
information both ways. Not just me talking - blah blah, blah, about my 'glorious past' - that kind of 
bullsh*t - but instead create a conversation in the local community. 

 
Marcella Gilbert: 
I hope the conversation that will happen will be of enlightenment. But also invoke some kind of 
responsibility. Whether they take responsibility for their own water resources, their own children's' 
education - whatever it is, people start taking responsibility and taking action. We gotta move 
forward as human beings, not just as 'races' or 'genders.' We're beyond that. That's just dumb 
now. 

 
The timing of the film is really in line with what's happening for women in the world right now. We 
need to reinforce and support women who are finding their power. Taking back our power as 
women and taking back our sacredness is necessary if we want to survive as a species. 

What was it like to be a part of this film? 

Madonna Thunder Hawk: 
I had to constantly repeat to myself 'this is for the cause.' That's all you had to say in my day, 
that something needed to be done for the cause and people understood. It was hard to be 
followed around by a camera when I am always trying to fly beneath the radar and not be 
separated out from the community. But then (you) found and supported a local guy who knew 
how to act in Indian Country. The cameraman, John Larson, we call him hoksila in Lakota, he 
was so local so everybody relaxed around him. 

 
Marcella Gilbert: 
Who am I to have this camera on me? Why am I so important? Feelings of inadequacy, do I 
really want to be in this - am I living up to the hype? 

 
What helped me get through this is telling myself, "this isn't about me, this is about my mother - 



and it's for our children and the future. Then it was easier to accept that I'm going to be in a film. 
 

It also made me look at my life and assess - what have I done? I did some pretty serious self 
evaluation and it wasn't all pretty. 

 
My community is going to see this film. People who have known me since I was 9 or 15 or 4, 
people know what my life has been like. 

 
It's given me confidence being in those situations and answering questions all the time. 
Someone I knew for a long time asked me, Marcy are you in a movie? And I wasn't prepared for 
that. My face got just red, and I was covering my mouth. I was like oh my god! Since then, I've 
been more confident in accepting my life for all to see. 



ABOUT THE CAST 
 
 
 

 
 

Madonna Thunder Hawk, an Oohenumpa Lakota, is a veteran of every modern Native 
occupation from Alcatraz, to Wounded Knee in 1973 and more recently the NODAPL protest at 
Standing Rock. Born and raised across the Oceti Sakowin homelands, she first became active in 
the late 1960s as a member and leader in the American Indian Movement and co-founded Women 
of All Red Nations and the Black Hills Alliance. In 1974, she established the We Will Remember 
survival group as an act of cultural reclamation for young Native people pushed out of the public 
schools. An eloquent voice for Native resistance and sovereignty, Thunder Hawk has spoken 
throughout the United States, Central America, Europe, and the Middle East and served as a 
delegate to the United Nations in Geneva. 

 
In the last three decades at home on Cheyenne River, Thunder Hawk has been implementing the 
ideals of self-determination into reservation life. She currently works as the tribal liaison for the 
Lakota People's Law Project in fighting the illegal removal of Native children from tribal nations into 
the state foster care system. She established the Wasagiya Najin "Grandmothers' Group" on 
Cheyenne River Reservation to assist in rebuilding kinship networks and supporting the Nation in 
its efforts to stop the removal of children from Native families. 



 

  
 
 

MARCELLA GILBERT (Lakota/Dakota/Nakota Nation) is the daughter of Madonna Thunder 
Hawk and a Lakota and Dakota community organizer with a focus on food sovereignty and 
cultural revitalization. She earned a Master’s Degree in Nutrition from South Dakota State 
University. Gilbert was a 2014 Cohort of the Bush Foundation's Native Nations Rebuilders 
Program. 

 
Her formative years were influenced by the activism of her extended family’s leadership in the 
American Indian Movement. She was a seventeen-year old delegate to the newly established 
International Indian Treaty Council to Geneva in 1977 and a graduate of the We Will Remember 
Survival Group. This alternative school run by and for Native people, was a remarkable tool for 
decolonizing and healing the intergenerational damage caused by boarding school. Her goal is 
to reintroduce sustainable traditional foods and organic farming to her reservation as an 
expression of the most fundamental form of survival and empowerment. She is working on 
launching the pilot project of her own survival school Waniyetu Iyawapi (Winter Count) Mobile 
learning experience. Marcella currently works for Simply Smiles, Inc., a non-profit organization 
that locates one project on the Cheyenne River reservation in South Dakota. She manages the 
garden project that includes wild food identification, harvest, and food processing. 



 

ABOUT THE FILMMAKERS 
 
 

CHRISTINA D. KING (Director / Producer) An enrolled member of 
the Seminole Tribe of Oklahoma, Christina D. King’s work spans 
broadcast news, commercials, documentary, film, and television with a 
focus on human rights issues, civic engagement through storytelling, 
and democratizing filmmaking opportunities for marginalized voices. 

 

King most recently debuted the narrative feature film We The Animals 
at Sundance 2018 to critical success. The film was awarded the NEXT 
Innovator Award and is nominated for five Independent Spirit Awards. 
King’s directorial debut about the mothers and daughters of the 
American Indian Movement, Warrior Women (ITVS), debuted at 
HotDocs and and was awarded the SkinsFest award for Achievement 
in Documentary Filmmaking. 

King’s other producing credits include This May Be The Last Time (Sundance 2014), which 
explores the origins of Native Mvskogee worship songs in Oklahoma, as well as the POV 
documentary Up Heartbreak Hill. 

 
A former Time Warner Native Producing Fellow through the Sundance Institute, King’s producing 
and directing work has gone on to receive support through the Institute’s Documentary Fund, Edit 
& Story Lab, and Producing Fellowship. King’s projects have also garnered supported through 
fellowships with the female film fund, Chicken & Egg Pictures and Stanley Nelson’s Firelight Films. 

 
King is based in un-ceded Lenape land in Brooklyn, New York. 

 
ELIZABETH A. CASTLE (Director / Producer) Dr. Castle brings 
almost 20 years of experience as a scholar, activist, and media 
maker working in collaboration with Native Nations and 
underrepresented communities. Warrior Women is based on the 
research done for her book Women were the Backbone, Men were 
the Jawbone: Native Women’s Activism in the Red Power 
Movement. 

 
While completing her Ph.D. at Cambridge University, she worked as 
a policy associate for President Clinton’s Initiative on Race and in 
2001 she served as a delegate for the Indigenous World Association 
at the United Nations World Conference Against Racism in Durban, 

South Africa. While working as an academic specialist for UC Berkeley’s Oral History Office, she 
received the University of California President’s Postdoctoral Fellowship at UC Santa Cruz under 
the supervision of Professors Angela Davis and Bettina Aptheker. 

 
Dr. Castle was a professor in the Native Studies Department at  the  University  of  South  
Dakota and is the founder and Executive Director  of  The  Warrior  Women  Oral  History 
Project.  Elizabeth  Castle  has  numerous  publications  including  “The   Original   Gangster: 
The Life and Times of Red Power Activist Madonna Thunder Hawk.” Castle is a committed anti-
racist ally and descended from the Pekowi band of the Shawnee in Ohio - both shape how she 
engages with community-based scholarship and organizing. Warrior Women is Castle’s 
directorial debut. 



 

ANNA MARIE PITMAN (Producer) Anna Marie is a producer 
working in a cross section of formats and genres; documentaries, 
commercials and narrative films. Instigated by the disappointment 
created from witnessing similar indigenous struggles in her home 
country of Australia, Pitman’s ambitions lie in documentary 
storytelling through socially-conscious projects. 

 

Pitman recently produced Crystal Moselle’s Our Dream of Water, a 
three-part documentary series for National Geographic spotlighting 
the global water crisis through the eyes of women in Haiti, Peru 
and Kenya and their daily struggle to find clean, safe water. 

Pitman went on to produce Moselle’s documentary/narrative hybrid short film; That One Day, 
which premiered at Venice Film Festival 2016. Pitman produced Jared Leto’s documentary 
projects The Great Wide Open, a series celebrating America's National Parks and the 
adventurers who explore them, as well as Beyond the Horizon an in-depth interview series with 
visionaries such as Al Gore, Edward Snowden, Deepak Chopra, Alicia Garcia, Walter Isaacson, 
Charles Frank Bolden Jr, Marina Abramovic and John Kiriakou. Other documentary credits 
include Rick Burns’ American Experience: We Shall Remain (PBS) Future Cities (Vice), 7 Deadly 
Sins (Showtime), Six by Sondheim (HBO), Hidden Dangers (Waterislife.org), Brooklynn (PSA for 
Gun Safety), and #Callingallvoices (Fusion). 

 
Pitman is a graduate of the University of New South Wales in Australia with a BA in Film Studies, 
Political science & Spanish. 

 
 

ANDREAS BURGESS (Director of Photography) A 
cinematographer working in narrative, documentary and the spectrum 
in between for over 15 years, Andreas Burgess' work has screened at 
TriBeCa, SXSW, Full Frame, Sundance and Cannes and on ABC, 
PBS, ESPN, History, Discovery and NYTimes.com. 

 
In 2015, he received his 2nd consecutive Emmy for his work on the 
period murder series A Crime To Remember. His narrative credits 
also include ABC's Final Witness, Independent Spirit Award-Winner 
Conventioneers, Lisa Robinson and Annie J. Howell's Claire in 
Motion, Mehreen Jabbar's Dobara Phir Se, and most recently Liz W. 

Garcia's One Percent More Humid, which premiered in competition at Tribeca 2017. 
 

Documentary credits include Johanna Hamilton's 1971 (INDEPENDENT LENS), Elisabeth 
James' ethereal In So Many Words, and The Other Half of Tomorrow (Samina Quraeshi and 
Sadia Shepard's portrait of modern Pakistan that opened the 2012 Margaret Mead Film Festival). 



 

JOHN LARSON (Director of Photography) John Larson is a 
documentary cinematographer who works on a wide variety of projects 
with a focus on vérité filmmaking. His latest film Edith and Eddie 
(2017) was nominated for an academy award. 

 
 
 
 
 
 
 
 
 

Keiko Deguchi (Editor) Keiko Deguchi is a film editor of narrative and 
documentary films based in New York City. Deguchi has edited over 
30 feature length films including the narrative films We The Animals by 
Jeremiah Zagar, The Hot Flashes, directed by Susan Seidelman, Fur: 
An Imaginary Portrait of Diane Arbus, directed by Steven Shainberg, 
(Untitled), directed by Jonathan Parker and Handsome Harry, directed 
by Bette Gordon. Her documentary film credits include award-winning 
films such as Jeremiah Zagar’s In A Dream; Linda Hattendorf’s The 
Cats of Mirikitani; Jason DaSilva’s When I Walk and Todd and Jedd 
Wider’s God Knows Where I Am. 

 
 
 

KRISTEN NUTILE (Editor) Kristen Nutile is documentary editor and 
filmmaker based in New York City. She recently edited Heroin(e) 
which was nominated for an Academy Award. She also edited Weed 
The People, The Bullish Farmer, Deep Run, and Unfinished Spaces. 
Other editing credits include Every Day Is a Holiday, Starboard Light, 
Invitation to Dance, and From Prison to Home. Kristen’s work has 
shown all over the world including the Sundance Film Festival and the 
Tribeca Film Festival, and she is a recipient of the Albert Maysles 

Award for Excellence in Documentary Filmmaking. Kristen collaborated with legendary 
filmmaker, Albert Maysles and Tanja Meding on Sally Gross - The Pleasure of Stillness, a 
documentary about dancer and choreographer, Sally Gross. It screened at the National Gallery 
of Art in Washington DC and the Film Forum in New York City. She holds Master’s degrees in 
both Documentary Film and Video from Stanford University and Biology from San Francisco 
State University. 
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