

*****************************************
INSTR. CHRISTOPHER SMITH: All right. You guys ready to get started here. Got some announcements to go through and then we'll just hit the ground running. All right. So we've got some announcements to go over real quick and just a couple of little adjustments to like I sated we would be doing with the syllabus and et cetera, I didn't actually change today's readings at all because these were projects that are very cool and very close to the work that I do in fact I worked on the essay by Nicky. I completely forgot about that I was research assistant for the Haida reconciliation pole article until I noticed we were going to be reading it. Anyway want to go over a few things with you and let's go and get started on that. So I'm going to be moving this class online just for Thursday. I'm going to send out a Zoom link. There are some demonstrations and protests that are going to be on campus that I don't want to force any students to have to walk through or try to get on the bus or get through to here. We are just going to move it online for Thursday and in the consideration of everyone's safety and yeah.
Convenience. Everybody cool with that? Cool your other classes may or may not be moving I think they probably will at any rate.
So I do not know how to send out that Zoom link or how to do that on canvass yet but I'm' going to figure it out and post it probably tomorrow you will be able too click in on Thursday.
STUDENT: You can either make an announcement are send an email and you can make sure that goes to everyone in the class.
INSTR. CHRISTOPHER SMITH: Right. That is definitely what is going to
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happen I got to figure out the Zoom aspect of that as well. Going to send out that Zoom link and we are going to move this on to so Thursday Zoom, we will not be here. Okay. Once again Stephens B.
Caterly, my cat. And secondly as I have mentioned to you guy this was all very short notice for me to be taking over. For folks coming just in we are moving this class online for Thursday. Going to be a Zoom class on Thursday. I'll get that Zoom link out. I'm changing my office hours. It turns out that the office I was assigned which was very last minute has somebody in it so we are moving it to it's the room right next door, doesn't change a whole lot and now that I've done a couple of them, sitting in the office with the person who has that office, I've decided to switch my office hours from 2:00 to 3:00 on Tuesdays. So if you guys need to talk to me other than that shoot me an email, let me know we can set up a time to talk that's cool I am available but this will be no matter what on Tuesdays from 2:00 to 3:00 pond F pond Rosa F room 110 that going to be reflected on my latest syllabus I'm going to upload tonight or tomorrow. Questions?
Cool. Amanda Sorensen. She sent me her readings for week 14 and they are under modules and titled week 14 Amanda Sorensen the sooner to better to get a jump she sent me three readings I went ahead and although one or two of them were available I went ahead in the library checked couldn't find the third one uploaded the PDFs. You can access the PDFs right there in the module. When I put together her head shot. She was like oh my god my face looks huge. I happened to have this one photo. That is Amanda, took care of that problem. But that is



in Harper's ferries, speaking of historic heritage locations. West Virginia. The whole town is 250 years old. So I have uploaded her work that she wants you guys to do for readings and she will be available here and going to talk to you guys and carved out the last half hour of that class to talk to you about the work she does with axial and ...
Fellowships and any questions you have about getting into the database side of heritage and museums.
Also somebody emailed me and asked if I could add a discussion section. For you guys to have a open discussion on canvass and share links of examples and things that you can think of the different things that we talked about in class, so that is added now too. It's canvass under discussions just everybody keep it polite, you know, be nice to each other, be respectful of each other's views and opinions. Some of the stuff we talk about is real close to politics and sensitive topics but be considerate to each other. If you have any questions about that. Any broader questions? Nothing. Okay.
So we are going to jump right into it then. So our reading that we did was by Jordan Wilson, called qeqen. Anybody go get the booklet? Or did you just do the PDF? One thing I discovered on the PDF is that web readers if you are online the PDF will be listed on the balcony you click on it it only shows you half the pages. Somebody messages me last night the first page isn't there, I realized is that have to download the PDF and then put it into your PDF reader.
Nonetheless so this is qeqen house posts. Jordan did this right after his MA he was going come in here and talk to you guys but he is trying to



finish his dissertation. He is got to get it done by May so he is under the gun for that. He is a Musqueam scholar from right here in Vancouver. He got his MA here in UBC in 2013, PhD candidate at NYU. Expected to graduate in May. So he also just recently took over the position of curator ever Pacific Northwest contemporary Indigenous art he replaced Karen Duffek who just retired. He is the author of this qeqen as well as co-author of Where the Power is, with and Karen Duffek and won numerous awards was a huge deal and tied in with their exhibit that they did called In a Different Light that has been a semi-permanent exhibit in the Elsbeth McConnell gallery at MOA. Have you seen that? Anybody read any of Where the Power is at all? Well, I am going to be adding a couple of chapters and sections from interest there. I'm going to scan it myself and just make sure we go over that as I continue to adjust the future readings of this class and assignment toss align with more my area and topics but Jordan is a wonderful scholar really great guy and he said he hopes you guys enjoyed reading this.
All right. So right off the bat what did you guys think about the readings any comment? Before we jump into it? What did you think?
STUDENT: I really enjoyed the readings I didn't feel like it was homework to me I was actually super interested in the topic because it made me realize how many times I walk past works of art or memorials here and don't think about it. Like everyone is kind of heads down and I even asked some of my friends if they like knew stuff about them and they are like I hadn't thought about it like that. And so it's kind of eye



opening.
INSTR. CHRISTOPHER SMITH: Absolutely. That is why this was such an important and good publication. That he even says as much you can be on campus see all these posts and all these carvings and not really register what they mean and what they represent. Anybody else surprised by anything in here? I'd like to tie it into a broader discussion that we started about heritage tangible and intangible which is at the root of what we are talking about here. You have the physical house posts and then you have the intangible qualities about them, the culture prerogatives that are owned by the Musqueam people that they not only own the imagery and the heritage so to speak the actual ancestors history that is being displayed on those posts but those posts then in turn signal an ownership of the land, they signal political prerogatives of chieftainships of power of ownership of presence on the land. In that way it ties in with our previous discussion BC heritage in terms of physical objects that are wrapped in intangible properties intangible heritage. Ties into Eric hawk's talk about how different Indigenous peoples were able to express their own political and claims to the land and political perspectives that were important to them in representing and welcoming guests on to their territory whether it's these concerts or festivals, on their land kind of the same thing. I want you to see this as a nexus of interconnected concepts that get back to this idea of the intangible property of where we are, of art of the political implications of those art. Does that make sense? So like it's a land acknowledgment it's a house post, it's we are going to talk about this next time on



Thursday on Zoom it's a street sign and that street has now been renamed back to the Musqueam name for it. All of these things are working towards these intangible ideas of being on the land that we are on Musqueam land. So one of the most fascinating things that I really loved is that he pulls out this McKenna-McBride commission. This is extremely wordy, but I'm going to upload this on canvass so you can see it and study it. I pulled this out because this right here is the starting point for all of Wilson's argument which is to say that this other than being this phenomenal tour across our campus, follows the transformation of Musqueam house posts as physical pillars holding up the houses and the clan houses of Musqueam communities within their opens to being these political points of assertion of political power of assertion of sovereignty to continuing on to becoming welcoming figures and then continuing on thus further to just art and that he was really fascinated in looking at how these things have changed and evolved over time and he picks specific historical events and objects that really demonstrate that transformation. So it's thinking about -- again this week's title of our discussions are this place, Musqueam art as political action. Right.
So one of the things I thought most fascinating about this is have you ever been to the MOA you have seen this actual pole when you walk down the hallway but you also see a large version of this out in front of the law school and what is fascinating to me is that one of the ways that Jordan talks about the multivocality of these objects is that he talks about how they go to holding up the physical structure of the house to holding up political claim and cultural claims for the Musqueam



people. Anybody have any comments or thoughts on that? Nobody going to make me.
STUDENT: I remember in first year we were talking about the different Musqueam and like Coast Salish artworks and totems on campus and we were talking about the thunderbird one that is by.
INSTR. CHRISTOPHER SMITH: Over by the arena. STUDENT: Where they host the tours of the campus.
INSTR. CHRISTOPHER SMITH: Brock Hall right over here, yeah.
STUDENT: And that was our main focus but we also discussed the rest of UBC campus structures and we pointed out that it is kind of contentious because the Thunderbird name was used before they allowed it and that they hosted in their ceremony to kind of gift the name they hosted what was a potlatch during the potlatch ban to kind of allow it and we talked about how complicated that was because they were under duress, it was like did they actually have the agency due to the potlatch ban and also the name was already being used to give that full consent or is it still being used without full consent because consent was given under duress. And same goes with other artworks and things across campus, it was when they were built during the potlatch ban or when yeah, when UBC is kind of this colonial presence on Musqueam land already it's like is this happening under duress, is this proper consenting or is this like whatever protest is able to occur even though more should be allowed to be occurred for getting into the ethics of it.
INSTR. CHRISTOPHER SMITH: Absolutely. One of the interesting things that Wilson specifically does in here is he says he wants to outline not only



this transformation of the definition of these objects and how they are deployed but the Musqueam agency within that transformation that in fact these are intentional acts of political activism and political assertion and assertions of sovereignty. I don't want to go too deep on the Ella Neel Thunderbird totem pole the readings that Nicky had for this week we are going to talk about all today, I'm going to send out just some really light reading nothing heavy going to be some articles and stuff to frame our discussion about the Ella Neel totem pole. Anybody see the Ella Neel exhibit that was at MOA. I was TA for that for ANTH 431, we had fun putting that together. We did a deep dive with her granddaughter Luanne Neel and her grandson David Neel on Ella Neel's art and that particular Thunderbird totem pole over there, something interesting to consider when talking about things made under duress, on the one hand you can emphasize yes there is a colonial presence and so as I mentioned to you guys I work for an auction house I try to be careful about what we sell and how we sell it if something was made for customary ceremonial use if it was used for community use we go out of our way to say we are not going to sell this we can't or trying to get that consigner to actually communicate with the First Nation to either give it back or ask them what they think. Try to create that communication but what is interesting some communication from the Haida Nation has now said you know, even things made for sale were made under duress so were those made in a way that they understood it was going to leave the commune and never come back.
That actually does create a lot of heated discussions even between Indigenous people Indigenous communities because the arguments are thus



it was an act of agency of course they knew they were making something that was going to leave why are you denying this artist's right right to make something to leave as part of their agency versus this was made under colonial rule therefore full consent could not have been given. So it's tough, touchy I am not is someone that if going to make that decision but it's something that out there to think about it.
Interesting thing to give you a preview about the Ella Neel totem pole, this was there is a book out there called tales of ghosts by a guy named Ronald Hawker, and it was really came out about 2005 or 2004. It was really influential in my early work about Northwest Coast art because he gives all of these examples about how Northwest Coast First Nations people were activating Indigenous prerogatives and doing potlatching under the nose of government agencies and the Crown in the middle of the potlatch ban by leveraging it as we are honouring you or this is a tourist event. So the king is coming to British Columbia, let's give you a potlatch then they do a real potlatch and you know in a brilliant move get the BC at the time territorial government to pay for it and they do this potlatch and they are actually potlatching under those. George Hunt who was a Kwakwaka'wakw well Tlingit but functioned as a Kwakwaka'wakw person who was an ethnologist who worked with Franz Boas was known for travelling all over the world to world fares to do potlatches at world's fairs during the ban. He was doing it under people's nose. Raising a totem pole, it's a potlatch ban but we are doing this to honour you and raising it for you and doing all cultural maintenance and prerogatives that need to be witnessed need to be reciprocated need to be continuous



right under the nose of government. I don't agree with all of Hawker's conclusions but he did give lots of good historical examples that you can draw your own conclusions from. One of the examples is under Brock Hall and the fascinating thing about is that you were talking about that Thunderbird figure Jordan mentions this me MOA and the UBC specifically likes to say well you know we have permission to use the Thunderbird we are not appropriating that except they used it for 15 years before they got that permission this is a fascinating thing just talking about cultural specificity talking about prerogatives how intangible prerogatives are so specific to individual families or clans or houses or people, couple of years ago UBC got into trouble because they started making Thunderbird designs for T-shirts and different kinds of hoodies that were Salish style or Squamish style and the Coast Salish folks were WHO you have permission to use a numb geez Kwakwak'wakw Thunderbird you don't have permission to make a Coast Salish, that distinction was in the intangible property rights of that image and the design elements that were used. A way to think about how very specific these claims are and so we are going to talk more about that but I love talking about the raising of that pole because it was so subversive and so good. It was an amazing thing Ella Neel was incredible. So.
One of the things that is interesting he talked about these names here you can see them right here, Tesumlano and Capilano, the signs put on the poles. When these political guests are entering in they are passing under cedar boughs passing past these he wonders if he basically said he was wondering if these political groups this



politicians these settlers understood that they were passing into Musqueam's space or if they perceived it as being welcomed in because it was kind of both and if you guys what I like about what Jordan does here is draws parallels to the current Musqueam political organization by saying you know, at the Musqueam band offices today on the reserve right next door here they have the same poles on the front of the building when you walk in you pass through them in the same way as assertion that mirrors this political power back into people that are entering that building today. MOA and we'll talk a bit about this again here in a minute he doesn't quite talk about it in the book because this is about house posts, but he does make the point that when you enter into MOA now you pass over a Susan point installation to walk into that building. I mentioned this the first week that you are actually literally passing over into Musqueam space to do so. It's an important note and distinction to make that basically one of the things I think is amazing that he says is that for Musqueam people the historic precedent and context of these object and presence and their deployment today are not separated from a current political reality. That they are not separate from current political statements being plead on behalf of the Musqueam people. So everybody on board with that? It's a fascinating idea to think of these as sort of these posts as sort of these nexus points of again a multivocal political power intangible heritage esthetic value, tourist value visitor value and each one of those things can exist side by side simultaneously within these contact points of culture that mark the land. That is what he is getting at.



Anybody else have any other thoughts or questions or
examples?
STUDENT: I just wanted to point out I think it's really interesting for that house board but also as a general thing that there was a lot of focus on conserving the object while throughout that whole time what the object was as in its relation how it's being used and stuff was constantly changing.
INSTR. CHRISTOPHER SMITH: With conserving maintaining it. STUDENT: Maintaining the physical object while you might say the intangible heritage around it is constantly shifted and being renegotiated.
INSTR. CHRISTOPHER SMITH: The physical object becomes an instrument of that renegotiation and in that renegotiation of the meanings of different kinds of intangible properties that it doesn't nullify the other properties. All of these are existing at the same time in the same space which is fascinating. Which is great. He also talks about how some of these Musqueam posts are reproduced in other iterations and redeployed in other means as welcome poles, quote, or whatever they may be. To me is fascinating because with my work I started out working primarily with Tlingit people in southeast Alaska and there was a art dealer here in British Columbia who very underhandedly paid a little old lady a huge amount of money but not enough to justify what he did, he offered her what seemed like a huge amount of money for a Tlingit Kiks.ádi clan Raven frog clan hat and he pressured her and pressured her and she finally sold it to him and he told her I'm going to have a hat made a replica hats no



one in your community is ever going to know it was frog hat that had basketry rings, spruce root basketry rings stacked on top of it. He hired a non-Indigenous carver who is very well known to reproduce this thing and whether or not that non-Indigenous carver who was adopted by a local community here knew it was going to get switched out but he did switch out the reproduction for the old hat took the old hat and sold it for a million dollars. When the clan figures this out they weren't mad at the elder, they were mad at this unscrupulous art dealer. The way they found out somebody somebody was dancing it and the artist not being able to reproduce spruce root basketry took cork floats and wrapped it with burlap and painted it copper colour So mid dance one of the burlap covers kind of started flapping around so anyway, what happens is the tribe figures out where it went and they sue him in court said hey that doesn't actually belong to her it is a community owned object. Right.
It's a community owned object that in fact she didn't have the right to sell she is simply the current caretaker of it. She is not owner of it. This was just after NAGPRA, Native American Graves Protection Repatriation Act So there was some federal precedent that says hey community owned objects, you know, have to be respected so they go to court the Tlingit win and get the hat back, the art dealer says well I want the reproduction hat then they came back and said actually we've brought that out we have distributed gifts we have danced it we have sang with it it is now ours and it is also an obvious of cultural patrimony to this day if you go to a Sitka Kiks.ádi Tlingit potlatch you will see both hats side by side they have replaced burlap with actual spruce root but



the point being this object made with the intention of deceit but also the intention of it being a reproduced object by a non-native person but was through usage intentionality brought out and danced it changed something at a very, very specific very base level about it that then changed it into a cultural patrimony and object of cultural patrimony that was owned by that Tlingit tribe. So intentionality, usage and meaning matter.
So when we see an object that is being used as a welcome figure versus an object that was physically used as a pillar but this is interesting again Wilson makes the point this is holding up these objects even long after they are no longer house posts they are still holding up a cultural house so to speak, a cultural structure.
If you get a chance read all of this, it is important to know what these things did actually physically do originally, this is he has James point talking about here that they showed you what kind of person you were by that it told a specific story about ancestor history about you as a Musqueam person. So this lands just where I wanted it to, so one of the things I thought was interesting that Jordan did talk about this these transformations is thinking how many times have you heard the term welcome pole, it's a welcome figure, pole, sometimes welcome poles were just that, they were literally giant figures put out on the beach to welcome other Indigenous communities to a potlatch that they could see from far away. That has kind of been appropriated now into particular kind of ways of this idea of welcoming visitors, welcomes visitors, got the big pole in the middle by the book store welcome figure. It's making



a very specific claim about land and ownership but I think it's important to understand the different ways in which objects move from ethnographic cultural pieces to museumified ethnographic objects to ideas about art or even public art as he mentioned here. It's is distinction that is important.
STUDENT: I'm in the art history art of the Northwest Coast south as well and we did we when and walked to the Brent sparrow pole by the book store and were talking about how it was important that when talking about that pole we are talking about Musqueam having donated that rather than that being something that was commissioned from an artist to go there but especially because the pole itself has ethnography that describes origin stories of the commune as well functioning as like the talking about it in a certain way to make sure that the power and agency is recognized as well as intent of that sort of like what I would interpret as a political statement to have that piece there with such an important significant piece of history in such a public space rather than in rather than the reconciliation pole or something like that.
INSTR. CHRISTOPHER SMITH: Right, absolutely. We are going to talk a bit about how it and why it matters about how commissions and who pays for objects who pays for these kinds of things what they are trying to say and why. In this particular instance, again, this idea of Musqueam agency that they are in fact, it is one thing to be commissioned and make something for something for someone because you are doing it at the request of in this case settlers, not in this case of settlers this was actually on -- this was something that Musqueam is you are going to have



and put here in the middle of campus. Jordan makes a good point about this that this is dead square in the middle of campus right next to the nest between book store and nest where everyone is going to see it. It's part of the water feature. Centrality. There is a serious like it is pointing to the fact that there's central that the centre of UBC and the centre of our relationship to the land here is Musqueam. He describes Musqueam as the single biggest Ben factor of UBC that is what he means.
We are going to talk about that pole in a minute, I don't want to get too far off, but yes who commissions who pays for what, why are they giving it to people, that is a central important feature of some of these.
So getting into the some of the house posts that we specifically looked at, what do you remember about these two things?
About these three poles here? Anybody? How many of you have gone and looked at them, where are they now?
STUDENT: I haven't actually gone and seen them something I remember about them is I believe at least the poles with the peoples going across those ones are Musqueam maybe replicas but I am not quite sure but they kind of are part of a walkway towards the a more another piece so it's kind of to go to another area which I think he said that was a Haida something.
INSTR. CHRISTOPHER SMITH: Haida house village in the back behind MOA. STUDENT: In order to get to that he said there's an issue with their culture kind of being covered up with a more touristic attractive Haida culture so to get to that through the MOA you have to cross underneath the Musqueam one I think that is cool they did that.
INSTR. CHRISTOPHER SMITH: Absolutely correct. Anybody else.



STUDENT: It's interesting from a conservation standpoint because the Susan point house posts were moved inside and now are in the great hall rather than being outside and I think that the conversation they had around that about what works do we want to go back to the plans and what works are here for a certain reason or fulfill a certain purpose and so being able to have the agency to make that decision that those go inside as well as commissioning this I guess replica of historical piece that is now in the collection because that is important to them to preserve
non-display but being able to have something that is still on display I think is really interesting to consider that they were able to make those decisions and have that voice and that discussion.
INSTR. CHRISTOPHER SMITH: Absolutely. Thank you. Yeah.
STUDENT: The spot that they are at is also a location where people who have events in the great hall a lot of times speakers will be set up right in front of it there's no choice but to acknowledge their presence as well in the way that the they are placed there in the building.
INSTR. CHRISTOPHER SMITH: Absolutely. Yeah. Anybody else? Okay. Thank you guys. So yeah as they were saying so these house posts right here were commissioned by Susan point they were on a trail that you walk back towards to get to the Haida village in the back. Couple of things to maybe note and tuck away to think about when it's essay writing time for midterms to think about examples such as you keep hearing Musqueam and Haida, Musqueam and Haida. Right that is really interesting. Couple of folks alluded to this privileging Jordan talks about this privileging and I have a quote pulled from that here in a minute before we go to the



reconciliation pole but that Haida art was privileged and is privileged in a particular way by non-native people within the market, within museums within visible structures of heritage creation and marketing of the Northwest Coast, right. Haida Gwaii is pretty far away from here relatively speaking and it's Haida tote am poles everywhere on the Northwest Coast. One thing to give you a preview of what we were going to talk about on Thursday, a short readings for you guys just to be able to follow along with that, basically the Northwest Coast has genuinely been branded as this idea of the totem poles. Totem poles as a symbol for nativeness, of the west of Northwest Coast all the way up and down realistically from northern California all the way up to Anchorage Alaska and everywhere in between. Even in Fairbanks Alaska where there are no trees if you are go to the museum you are welcomed by giant Tlingit totem poles that they had to ship cedar trees up there and carve for people to see that because that is what people are thinking they are going to see when they show up. To give you a brief history on that. Two things happened. One of them in 1898 a group of Seattle businessmen took a steamship up to southeast Alaska and stole a totem pole from the Saxman Tlingit from just outside of Ketchican. The Taant'a Kwáan Tlingit because again native people at this point in history would have villages where they were going to fish or going to go to their winter village and literally pull the boards off of houses and move them to the other village soon slap the boards on the houses and do their fishing and gathering move back to the main village and these businessman show up on steamship according to them this village is abandoned and cut down this



totem pole threw it on their steamship took it back to Seattle and gifted it to the city of Seattle if you go to pioneer square still a Tlingit totem pole called Seattle totem pole. This allowed Seattle to market itself with steamship trips, cruise ship trips, Alaska Airlines is based in Seattle as the gateway to Alaska. The gateway to the inside passage of the Northwest Coast. So you have a proliferation of totem poles in Seattle in Vancouver in Victoria in areas that did not historically have freestanding multifigure totem poles that became what people expected when they showed up here.
Jordan Wilson, his family the Wilsons are Musqueam but also from a federally unrecognized tribe from around White Rock called the Hwilitsum, many of them have chosen to enroll as Musqueam. But from the Hwilitsum, two or three months ago -- which are not federally recognized. I got a call from Bruce Miller who works with First Nations people to get federal recognition, he says Chris I've been asked to talk about this totem pole as was carved 40, 50 years ago, talk about it as a historical figure of this Hwilitsum sovereignty. They didn't make freestanding totem poles. Actually northwest people everywhere have been making totem poles about 125 years now. Can you think of an a advantage for a tribe a community who didn't make totem poles to make a totem pole now if they are seeking recognition what do would be the advantage to that.
STUDENT: Because tourism kind of runs the economy a bit if you were to make something that could be seen as heritage but maybe not your heritage and be able to market that and market your own culture for the for the



government basically they are taking all the advantages go to the government so you can get recognition I feel that is reason why they would be doing it.
INSTR. CHRISTOPHER SMITH: Absolutely. So yes I think you are on the right track. I think what you are doing there and what you are saying and what they are doing is that there are legible visible signs of sovereignty legible signs of nativeness that are ledge jib to non-native people you show up to a community you know they've got a monumental totem pole this that they called this tells the story of our family our origin is SIM floor what we were talking about the Brent sparrow telling a story of Musqueam, even the Brent sparrow totem pole Jordan mentions this is way oversized for a house post it is the size much a freestanding full size monumental totem pole. What they did is many communities have started carves totem poles because they are visible monumental signifier that is are legible non-native people that reads as Indigeneity. You bring back your own historic cultural style however you want to but even throughout this book Jordan talks about how house posts have been reformulated to be these freestanding monuments to be visibly seen when before they would be within the house and you wouldn't see them from the outside they first moved outside the house to welcome political guests they then move across campus and move throughout the world to signify nativeness, right, Indigeneity, Musqueamness.
STUDENT: Yeah, in the same art course we were talking about how because of the value that was put in the tourist market on specific types of work it meant that their work became training programs where you could learn



form line you could learn carving that would be used in Northwest Coast totem pole or house post or something like that. And then the idea then to have conversations later of appropriation when you were talking about something art forms that survive under duress or communities who are connecting with their culture through art in ways that are barely sanctioned by the government at the time, is it appropriate to even try and compare those sorts of things. Like it doesn't -- it's not a clear ethical thing. You can't equate the two.
INSTR. CHRISTOPHER SMITH: Absolutely. And this conversation is interesting too because we have landed at an important point that I want to we have circled back around to about Susan that was not on purpose point which is this, is that she was and as Jordan points out one of the first contemporary Coast Salish artists to make monumental art that wasn't trying to be Haida art, wasn't trying to be Tlingit art, wasn't trying to be Tsimshian art it was Coast Salish Musqueam art. He does talk about the process of how Musqueam becomes commodified in Coast Salish in these talking about these two original posts, these are based on historic original works that were very similar to these. He talks about how anthropologist named Harlan Smith who was a collector for Franz Boas had pressured -- is anybody taking Jennifer Kramer's class? She'll talk about the echo mask was pressured in the same way to sell, same thing elders are pressured to sell community belongings and pieces of heritage and so Harlan Smith finally buys both of these he tells in a letter to Franz Boas I got them for $10. But he made clear this is interesting because he it goes back to the idea of the gift of the other



Brent Sparrow totem pole is or house post giant house post is the important thing to say here is that he said that it was a partial gift from the Musqueam. Only $10 but partial gift from the Musqueam provided that and apparently Harlan Smith had shown this elder photos of the Northwest Coast hall of the American national museum of New York. This is going to be a prestigious place, it's -- we are going to honour you we are going to say who owns that house posts. That elder agreed to do that with the understanding these poles were going to be on permanent display and have signs just like the ones in the original photo that indicated who owned these and who the chiefs were that owned these house posts and Wilson points out that not only did Harlan Smith not follow through that but the museum never displayed those as anything other than generalized Coast Salish art even in the reinstall, to tie this back to Eric Hawk's talk as well, Eric was talking about how he received a Tlingit name and the reciprocal obligations that that creates sometimes native folks who were dealing with these early kind of unscrupulous anthropologists and collector were trying to instigate these relationships where I'm going to let you have this for $10 but when you display it you are going to say it's Musqueam they are going to know who owned it and that is going to do that kind of work. Something that Jennifer Kramer talks about lot about she was involved with the museum of natural history reinstall with the Nuxalk. She works with Clyde Tallio and one of the reasons that Clyde Tallio and some of the folks that he worked with there and the Nuxalk community are okay with these objects ordinarily wouldn't be on display being on display doing work because they are trying to show the world



Nuxalk cosmological power political power and sovereignty in a way that they couldn't imagine before. These are actually being particularly when they are being reconfigured by Nuxalk people to send a specific message through curation, through collaboration with Jennifer through collaboration with the Museum of Natural History. So the intention of these original pieces that were sold to Harlan Smith that they were going to send a message about Musqueam identity, Musqueam political power and then that of course was not completed that end of the bargain was never completed by MNH, by Harlan Smith by the collectors. However, it was referenced and indexed here which he said can be read as the tines of the Statue of Liberty from New York signalling that there is this connective tissue between these objects and their sister objects in New York.
STUDENT: Also in the topic of not in the proper recognition and with the promise of being recognized as a piece of art I was thinking of totem park totem pole and the artist the rendition of the original pole but the artist that did it wasn't linked to his original tribe and the actual plaque is really hard to read because I lived in residence right next to it I remember because I'm new to the area I don't know who was on this land until I'm trying to read it it's hard to read not linked to the correct person I remember talking about it in a class in I asked my professor and they said I don't know about that one, I was like okay all right.
INSTR. CHRISTOPHER SMITH: Exactly. Unfulfilled obligations. And again going back to general reciprocal community work, going back to Eric Hawk's story they are entering into relationships with these communities



how they are putting forward these kind of political statements and political action that is being facilitated by Portugal the Man, but also getting back to how these are signifying again whose land you are on who the owners of these house posts are and how you are supposed to think of them and interact with them I think that is all very interesting.
Another point I want to make about these before we move on to this one is that where these were originally located where they were you were walking underneath them, he said it was important to have the posts that you walked underneath which signified entering into Musqueam space into a Musqueam structure before you arrived at the Haida village, what I think is really fascinating about that is that we are going to discuss a bronze collar that has been put on the reconciliation pole that mediates that Haida presence on the land through that collar, right, this similarly is a Musqueam indicator of mediate. It is a contact point that is mediating Haida presence on the land through a Musqueam mediation when you walk through, same way that you walk across the Susan Point installation in the floor of the entrance of the MOA, outside you are entering into Musqueam space. This the collar these posts, that concrete installation all of those are doing the same work of letting you know that even though you are witnessing Haida objects of Haida visual pieces, et cetera, that those are being mediated by Musqueam political power, Musqueam visibility on Musqueam land and they are all doing the same work. Does that make sense? Now that that they have been moved this is fascinating and I think this was part of the negotiations although I haven't heard this yet but I have a good idea they are now in front of the glass in the main



hall if you are standing in the grand hall and you look out in the great hall you look out to the Haida village you are still witnessing them between the two Musqueam posts you are still visually witnessing them when you have guests come and speak you'll have whether it's prime minister or some other political or international star who is speaking at MOA at one big event or artist they are speaking in front of these Musqueam posts so they are witnessing there again mediating those kinds of claims and actions on their land. Something to think about. Anybody have any questions or comments?
Okay. By the way the absolute privileging of Haida to circle back around other than this idea of the gateway to the Northwest Coast sculpture, freestanding monumental sculpture is a particular high value to modernist and western artists think David and all of these different sculptures that sculpture can be privileged and framed in terms of modernism, it can be easily dovetailed into western art historical structures and narratives. Additionally, formline, the kind of what is called formline which these don't have formline this one is sort of formline here, sort of two dimensional constricting and swelling line that delineates form on particularly northern Northwest Coast pieces but also in varying degrees with Salish art although they were more try gone and circle base but is a similar logic. Those again can be understood and translated into modernist perspectives. Native art that exists outside of those modernists values interestingly Inuit art can as well, very sculptural and masks even with the carved stone and before that dance mask, were hugely influential on the surrealists and



different art movements, so it was appropriated in a particular way and valued by particular kind of artist and art going enthusiast but was was also valued by early anthropologists who in creating these hierarchies of art and cultures said this Haida art is the most advanced Northwest Coast Indigenous art it was privileged into specific ways to the point that Charles Edenshaw was the very first Indigenous artist ever named and talked about by name in American or North American anthropology by Franz Boas he talked about Charles Edenshaw's art. There was a privileging of Haida art early on people continue to read those books, that kind of influence is still felt and so in the market Haida art continues to be privileged in that way. It is privileged by particularly non-native older white male collectors. Completely fetishized, particularly the lineage of Charles Edenshaw which would go Charles Edenshaw to his great nephew Bill Reid to his great grandson Robert Davidson, I think his great grandson who we are going to talk about James Hart. The current chief Edenshaw, 7idansuu. So that is an interesting thing of why you are going to see Haida and Musqueam over and over again. This piece is interesting also because again when we were talking about the transformation of Musqueam house posts into exterior come figures this is explicit welcome figure and this is interesting she kept even those this is way oversized. She did keep actually a notch at the top to signify the beam even though there's not a beam there is it's signifying that beam physically in space. So very interesting.
I feel like we've talked about this. I'm going to go ahead and say if you haven't seen it this is the Brent Sparrow pole. It



is a wonderful carving and it does have the impact of a freestanding this is huge. Freestanding monumental pole marks the land in that way visible from a great distance. During COVID so I live kitty-corner from the Vancouver School Board and during COVID a gigantic log showed up at the park behind the building. You know, there wasn't a lot going on oh my god is this going to be a totem pole. Sure enough a Squamish artist, he shows up he carves this into a Squamish multifigure pole and also another Musqueam pole and Tsleil-Waututh pole. Three Coast Salish First Nations of this Burrard Inlet Vancouver area. What I found fascinating though is that while the Musqueam pole is in fact what Jordan describes as a house board where it is a flat panel board with high relief figures on the front, the Squamish pole was multifigure freestanding pole just like in the North and so was the Tsleil-Waututh pole. So again and when I was talking to I can't remember his first name the artist about this he said well, you know, because this is part of Vancouver right here is Squamish land and therefore we are doing the biggest poles. Which makes sense but he said want to make this huge pole multifigure that is going to represent all of the First Nations of British Columbia and so there's a bison right in the middle for the interior for Cree folks for Métis folks and some different designs that again point out different First Nations here. So I thought that was fascinating for him to do that. And those poles are beautiful by the way but they are freestanding totem poles that are multifigures. These are being raised to mark the land and note ownership. If you get a chance to see this pole go see that.
And again, we also have already talked about this,



talking about Coast Salish arts intervention about modulating the Haida art on the land the collar is doing the same point as the Susan Point house post is doing the same work he mentioned this in this booklet but I haven't mentioned it yet Susan Point did similar house figures for Stanley Park again to kind of mediate and modulate all the freestanding northern totem poles as Stanley Park there is a similar structure there as well. Doing that work to mediate, modulate this Haida presence on Musqueam land. Does anybody have any comments or questions?
Okay. So let's talk about the reconciliation pole. How many of you have seen it? 17 metres tall this thing is gigantic I got here the same year they raised it. Jim heart was till working on it after it was raised on the bottom figures which is common to see. Raise ND 2017. One of the thing I found really fascinating about Nicky's article is that she talked about if you guys go back to thinking about what we said heritage is according to all the definitions. Heritage is this way in which to understand the past and frame the past and the present and the future. I talked about in Tlingit there is the concept of Haa Shuka which is who our ancestors are, who we are and who our descendants are going to become. This pole does that this talks about before dur and after in terms of healing in terms of healing and in terms of reconciliation in regards to the experience of victims of the residential school system here in Canada but especially in
British Columbia. One of the really amazing things have you guys ever taken any time to look at these figures right here marked as number 5. He has several different First Nations Inuit Métis groups come in and



carve faces in their styles also the child without a face which is supposed to represent the children who have not been found which in 2017 this wasn't in the news yet but within a couple of years you had all of the unmarked graves that were discovered at residential schools. So it's interesting about how this indexes all of those things. Again, carved by chief James Hart, Chief Edenshaw, Haida master artist. It's huge. I wish it was more central but there were reasons for that as well.
Musqueam the central pole here in campus the centre of campus in front of nest is Musqueam. This piece is Haida. Did you guys catch who paid for this pole? Who commissioned it? She doesn't mention it in the article. It's one of the only things I would criticize about this article is that she doesn't mention no paid for it until the very bottom underneath all of the acknowledgements. So this pole was commissioned and paid for primarily by the Audain foundation, Michael Audain, the Audain gallery up in Whistler which is interesting because again Audain is a collector as the story goes he was going to build an extra wing on to the Vancouver Art Gallery, billionaire, wealthy philanthropist and art enthusiast.
They couldn't come to an agreement. He got frustrated. This is a simplified version. He got frustrated and he moved up to Whistler and build a museum there. Jennifer Kramer will talk to you a bit about this but Audain does collect historical ethnographic objects and the way he frames that is he says he repatriating those objects back to
British Columbia. By buying them and showing them in Whistler he is repatriating them. They don't go back to the community necessarily. They go to his museum. He commissions James Hart, Jim Hart for this.



The largest as she points out the largest totem pole probably ever made if not the tallest definitely the largest. Again Haida, Jim Hart is incredible chief, incredible master carver his history is that he was a very young man when he learns how to carve with Bill Reid. He was one of the main apprentices of Bill Reid and later on when Bill Reid's Parkinson's would get where he couldn't manage carving, he would have Jim carve things under his tutelage that he would say that were under his direction that are now identified as Bill Reid's, I mean, Jim Hart carved a good part of the raven and the first men, that giant clamshell carving at MOA. He is part of this lineage, heritage, Chief 7idansuu, goes back to Charlie Edenshaw this lineage that is privileged. One of the reasons it gets important to know who paid for this is to juxtapose this with the Brent Sparrow pole with the two poles that were $10 but gifted the intentionality of who is paying for these pieces what part are they controlling and why, and so I think it's a wonderful thing to have this memorial. I think it's an incredibly hard conversation to have and important conversation to have, but I think it's important to think through why is this a giant Haida totem pole in 2017 rather than some other form.
And Audain has been a long time benefactor and patron of Jim Hart's if you guys have been to the Audain gallery you have seen the giant three dimensional house screen that Jim Hart carved which is incredible. I wish Nicky had talked a little bit more about that. But on the other hand if you are in a position where you are working in the art world and a professor, it's kind hard to criticize somebody who paid



for that kind of thing. Not always the easiest thing to do. I did want to point that out. But with this huge Haida figure which incredible here on the land Haida totem pole once again we are seeing through this Richard Campbell collar at the base that this Haida presence on the land is being mediated and being modulated by Musqueam political power through Musqueam visual art. And so there's this bronze collar that is placed at the base which actually intercepts the Haida pole at the point it would have contacted Musqueam land which is a very important point to make. So what do you think of Nicky's article? Any comments? Observations?
STUDENT: What I was going to comment originally was on the collar because I first year of UBC when they put the collar on I was sad to see no talks about this I realize the article was written when it first went up so.
INSTR. CHRISTOPHER SMITH: That was summer after it went up she wrote that but the collar is a very important intervention on behalf of again the Musqueam people and this idea of visual art as power as action. Any other comments?
STUDENT: It doesn't really talk too much about super recent contemporary things of nature and campus, I can't remember the artist it's bugging me but the you are on it's British Columbia reversed those signs.
INSTR. CHRISTOPHER SMITH: Oh yeah, we went over. Edgar Heap of Birds. STUDENT: I learned it about it mostly through ... Which was a while ago and yeah, it's a very contemporary thing that deals with similar subjects and it's not quite on the same topic of this piece but if this thing very la I would love super contemporary skull sculptures that like that you could be involved I think the story of those pieces are really cool



especially how interesting this semiotics of it is.
INSTR. CHRISTOPHER SMITH: So when I was working with Nicky on this, Nicky is British settler as well and I think she wanted to be careful about how she talked about because of the sensitive nature of the topic of the pole. I think she wanted to be very careful about how she framed that.
Edgar Heap of Birds, I forget the name of the series. British Columbia your host today is it will be backward say Musqueam or British Columbia is backwards then the First Nation.
STUDENT: Host is definitely in the title. I don't remember how host is situated.
INSTR. CHRISTOPHER SMITH: So where are we at doing pretty good for time. Landing right where I wanted, basically I was going to say if you get a chance go get this right go get this from Belkin. One thing I really like is has a fold out map in it which is super cool and I think it is a great reference and Jordan packed in some really interesting theory and decolonial framework in the beginning that I think is really useful if the weather gets nice I think we should go check some of these out for the class here towards the end of class you know when it's not like the upside down out there or whatever is happening. Anybody have any questions? Any last thoughts followups?
STUDENT: I feel very mixed feelings about that Edgar Heap of Bird's installation which I remember doing a reading an article written about that because I think it's very compelling but it is interesting how it still replicates that sort of land claim in it an interesting way especially because it's not just realistically about the land, the



territory that you are on it functions throughout campus as this statement and acknowledgement of all sorts of communities up and down the Northwest Coast which I think it's a compelling work but for the average viewer does it maybe won't have that same level of effect because every day person might truly have no idea who these people are or where any of these people are to have them all on UBC campus I thought was there's limitation toss it.
INSTR. CHRISTOPHER SMITH: Somewhat confusing. Maybe it was good for a particular site specific short term installation but pull it not have them out there forever.
STUDENT: I like it as being responsive to the actual territory that it's on, I find it's not like a huge criticism because I do like the piece but I do think about that. I think about the people who walk by and genuinely have no idea who this sign is talking about or that is not accurate to where they geographically are.
INSTR. CHRISTOPHER SMITH: Fair enough. I think that is a good observation. So thank you. Thank you everybody for the comments today. One thing I want to say is just reminder we are going to be on Zoom on Thursday. I will sends out a link probably tomorrow definitely by tomorrow probably not tonight definitely by tomorrow maybe tonight try to get it done but the next thing that I want to say is I'm going to put out a couple of quick article style not even like not even several multipages couple of quick essays and articles about the Ella Neel pole over here probably just websites also about that expedition where the guys stole that Tlingit pole and a couple of other articles to read to



frame our conversations about what we are going to talk about about the privileging of totem poles and Northwest Coast and how those are impacted and how this became marketed as an inquiry that would have totem poles there is a article I want to read about mentioned it earlier the raising of Stanley Park and removal of the Squamish folks there, just to frame the other outside of this very specific Musqueam context frame some of other monumental art around town that we see and talk about totem poles. All right. Cool see you guys Thursday virtually. Thank you for your attention today.
*****************************************
